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Abstract 
Morton Feldman's music has often been described as 'indeterminate', or even 
assumed to have been generated by chance. In recent years, however, a number of 
writers have shown through analysis that the organisation evident in many of 
Feldman's works is quite detailed and sophisticated, although his compositional 
methods and procedures are not always easy to reconstruct. The primary aim of this 
dissertation is to investigate the design of Morton Feldman's music of the early 1950s 
with regard to the organised structuring of both pitch and time, as the axes of a two-
dimensional conceptual space (or canvas). The study is founded upon the analysis of 
three strikingly different works: Intermission 5, Piano Piece 1952, and Intermission 6. In 
the investigation of these works, I show that despite their differences they have much 
in common in terms of the ways in which pitch material is deployed, and in the 
organisation of time. The study of the sketches and early manuscripts has in many 
cases provided vital clues to the organisational procedures, and clarified the properties 
of the structures themselves. 
The approach combines both formal and contextual analysis, with an emphasis 
upon primary-source documents. In examining Intermission 5, I show that this work 
displays notably clear partitioning of the time-canvas and a structured deployment of 
pitch materials on several levels. Taken together, these form, in Feldman's words, 
'crystalline' structures, or 'structural cells'. Although outwardly dissimilar, I 
demonstrate that Piano Piece 1952 is built on very similar principles, and also offers an 
opportunity to examine more closely Feldman's deployment of recurrent pitch-sets as 
motifs or figures. Finally, with a study of Intermission b, Feldman's only mobile-form 
work, I discuss the highly structured nature of the work in the original sketch in 
relation to the apparently free-form published version, opening a discussion of some of 
the essential ambiguities and tensions of Feldman's music. 
The second part of this doctoral submission is in the form of a composition folio. 
This selection of works composed during the term of my PhD represents a creative 
response to several technical aspects of the Feldman research. The pieces are composed 
for traditional concert instruments, and follow Feldman's lead in exploring possibilities 
7 
of gesture produced by abstract means, tending to avoid overtly linear, developmental 
or instrument-based figuration. In addition, the several pieces explore in various ways 
certain possibilities of Feldman's methods of organising time and pitch materials, as 
discussed in the dissertation. 
Note: Throughout this dissertation, the standard pitch-nomenclature of the Acoustical Society 
of America (ASA) is employed to designate pitch-classes in specific registers. 
8 
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Chapter One 
Introduction 
The music of New York-born composer Morton Feldman (1926-1987) has increased in 
significance during recent years, if numbers of performances, recordings, magazine 
articles and reviews are anything to go by.1 Yet strangely, as Dora Hanninen has 
pointed out, the scholarly literature seems not to have kept pace with this expanding 
audience: 'Now, more than fifteen years after Feldman's death, one might well ask 
why theorists and analysts haven't produced more work on Feldman's music' .2 
Feldman's music is often described as delicate, quiet, passive and gently intuitive3 -
but it may also, in some circumstances, be irritating, discomfiting, or even profoundly 
disturbing.4 In either case, we should take care not to essentialise the character of this 
music, or approach it with too many easy assumptions. Catherine Hirata has expressed 
this eloquently: 
Why analyze the music of.Morton Feldman? We might answer this question by 
pointing to the reasons we analyze any music. We want to develop our sensitivity 
to particular ways of hearing-so that we might even begin to hear more than 
we've ever heard before, and so that we might begin to understand what we're 
hearing in a way that we hadn't before.5 
1 A survey of those commercial recordings (long-playing record and compact disc) devoted 
entirely to Feldman's work shows this trend clearly. Between 2000 and 2007, forty-one 
albums of Feldman's work have been released. For the previous eight-year period, 1992-
1999, there were thirty-four, while between 1960 and 1992 (a period of thirty-two years) 
there were only sixteen. For a comprehensive discography, refer to Chris Villars, 'Morton 
Feldman Discography', http://www.cnvill.net/mfdiscog.htm (accessed 20 December 2007). 
2 Dora Hanninen, 'Feldman, Analysis, Experience' in Twentieth-Century Music 1/2 (2004) 226. 
3 See, for example, Amy Beal, "'Time Canvases": Morton Feldman and the Painters of the 
New York School' in Music and Modern Art. Ed. James Leggio (Routledge, 2001) 231, 236. 
4 Questioned about the increasing popularity of Feldman's music in the mid-1990s, Christian 
Wolff admitted to a degree of bemusement: 'I don't know what that means. Let's face it, it's 
an esoteric music. There's no way you're going to get a big audience for it, especially those 
last pieces. It's a very rarefied kind of experience'. David Patterson, 'Cage and Beyond: An 
Annotated Interview with Christian Wolff' in Perspectives of New Music 32/2(Summer1994) 
73. Anecdotally I have myself observed the discomfort of many audience members at 
concerts of Feldman's music, some even leaving the hall mid-piece. This phenomenon, in 
my observation, is not confined to the late works. 
5 Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. Diss., Columbia University, 
2003) 261. 
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Certainly, there is much beauty in Feldman's work, expressed and apprehended on 
a number of levels, but there may also be a sense of loss, 6 of ambiguity, a certain 
tension, and a sense of frustration or even anger concealed. Hirata, for example, has 
written candidly of For Frank O'Hara, a 1970s work, 'It is easy to imagine someone not 
liking For Frank O'Hara very much. For, in some ways, its ambivalence is frustrating' .7 
Concert audiences have indeed always been divided over Feldman's work. The art 
critic Dore Ashton (a long-standing friend of Feldman's) observed of a 1964 concert 
featuring Feldman's Out of'Last Pieces','( ... ) everything seemed familiar to me even as 
half the audience noisily decamped'.8 
In the face of this significant ambiguity, we may wonder, how is this music made? 
How does it work? Why was it made that way? What purpose did it serve? As the 
small scholarly literature makes clear, there are no easy or obvious answers to these 
questions, and the context of Feldman's work is at least as complex as the work itself. 
The primary aim of this dissertation is to investigate the design of Morton 
Feldman's music of the early 1950s with regard to the organised structuring of both 
pitch and time. The study is founded upon the analysis of three strikingly different 
works: Intermission 5, Piano Piece 1952, and Intermission 6.9 In the investigation of these 
works, I show that despite their differences they have much in common in terms of the 
ways in which pitch material is deployed, and in the organisation of time. Not all of the 
evidence for this organisation is explicit in the published scores, and indeed in some 
cases it may have been purposefully hidden. The study of the sketches and early 
manuscripts has in many cases provided vital clues to the organisational procedures, 
and clarified the properties of the structures themselves. In particular, the sketchbooks 
contain strong evidence for Feldman's development of a two-dimensional model of 
musical structure (as an analogy with the painter's canvas) which has far-reaching 
implications for our understanding of his ideas and methods.10 The importance of the 
6 Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. Diss., Columbia University, 
2003) 117. 
7 Ibid., 162. 
8 Dore Ashton, 'Stefan Wolpe-Man of Temperament' in On the Music of Stefan Wolpe: Essays 
and Recollections Ed. Austin Clarkson (Hillsdale, NY: Pendragon Press, 2003) 99. 
9 See part iv of this chapter for a discussion of the selection of works for analysis. 
10 Discussed further in section ii of this chapter. 
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visual arts to Feldman has been much discussed but here, I suggest, we have a 
confirmed model which enables more direct, formal comparison than has hitherto been 
possible. 
Beyond the central empirical analysis, the project opens out around two areas of 
broader discussion. Firstly, this study will contribute to the ongoing investigation of 
Feldman's relations to the visual arts field, helping us to move beyond superficial 
comparison to deeper structural analogy. Secondly, the analysis will assist in mapping 
Feldman's place within the field of musical production of his time and place, and in so 
doing lead to greater understanding of the structures of that field. 
ii 
Among the many pages of annotations in Feldman's sketchbooks dating from early 
1952 are two closely related diagrams which are of crucial importance to an 
understanding of his conceptual modelling of music, and his compositional practice.11 
While these are discussed in closer detail in the chapters which follow, they are 
extremely important to my analysis, and warrant introduction at the outset. 
The earliest of these diagrams, with associated text, has been dated by Sebastian 
Claren to 1952.12 However, the context of its place in the sketchbooks (among sketches 
for the Projections series of 1950-51) suggests that it more likely dates from 1950 or 
1951. The text begins with the heading 'Structure and the Structural Cell', and 
continues (with Feldman's characteristically flamboyant orthography), 
STRUCTURE: If we think of music in terms of filling out a continuity, with 
pauses and places of rests, structure of any kind is then impossible. Structure can 
not be constructed in the linear fashion b~. must be seen in its entirety. Cffle FRUst 
tReR werk[?] eR tRe eJ<aet 13re13ertieR. The time structure then makes it possible to 
create music as on a canvas or better yet not unlike the architect's four walls or the 
engineer's [bridge?] across a river. Structure then makes us ask what the basic 
materials are and what is unnecessary. Most important structure teaches us that 
these basic materials are in a state of complete equality. ~Je matter he•;i.r 
eemrlieated a "fleuFish" seems te be. As we also deal with degradations of sound 
then immediately as we conceive a work we have also a tambre [sic] structure:' 
11 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. Note that at the time of writing 
this collection is not definitively catalogued, so further detail cannot be given. 
12 Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 578. 
TAM. 
S1RUCTURE 
12 
TIME S1RUCTURE 
I consider the basic material in a crystalized [sic] structural situation a purely sound 
experience [clothed?] by time. A sound experience divorced from harmony as well as 
counterpoint and melody. 
EX (few meas. From my Structure 1)13 
It would seem that this fragmentary passage may be a sketch for either a talk or an 
essay, otherwise unknown. The piece referred to as Structure 1 is unknown or lost, 
unless it is to be identified with the work now known as Structures for string quartet 
(traditionally dated to March 1951). Apart from the confusing references to architecture 
and breath, it is clear in this passage that Feldman was tending to a conceptual model 
which is two dimensional. This is made explicit in the diagram of timbre over time, 
which for Feldman is a theoretical canvas upon which he can construct musical 
structures in a non-linear fashion. The model is a unified mechanism for apprehending 
and composing music in two dimensions. Using this conceptual engine, it is evident 
that the composer may construct both vertical-timbral structures, and horizontal-time 
structures, and that the two are necessarily unified by the flattened conceptual canvas. 
In his mind's eye, and perhaps also literally, this enabled Feldman to compose with the 
work laid out before him in its entirety, like a painting:-14 Crucially, this suggests an 
understanding of compositional structures that allows for more direct comparison with 
13 In transcribing this text, I have indicated more-or-less illegible words with square brackets 
and question marks. I have also reproduced here Feldman's scored-out sentences. There are 
perhaps two possible interpretations of Feldman's interesting distinction between pauses 
and rests: on the one hand this may indicate the difference between actual silence and 
resonating (sustained) sound; on the other, the distinction may perhaps be concerned with 
rests as measured, notated silence and pauses as relatively free (outside the measured 
space of time). Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
14 It is curious that Feldman's diagram is strikingly similar in proportions to Jackson Pollock's 
large works of this period. 
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painterly structures than would otherwise be the case. If one allows that music has, for 
example, a third dimension of spatial depth, the direct structural comparison with 
painting or drawing becomes more difficult. 
It should also be noted at this point that some of the terminology in this fragment 
resonates with echoes of other composers known to Feldman at this time. In particular, 
the final sentence, with the phrase 'crystallized structural conception' has a strong 
affinity with Varese's manner of speaking about music.15 On the other hand, the idea of 
the materials of music (including silence) as existing in complete equality might well 
originate with Cage.16 Despite these echoes, one senses that Feldman was, in this 
period of 1950-52, working to forge a conceptual model for his own music which, 
while touching and even inter-meshing with the models of his neighbours in the field 
at that time nonetheless occupied its own productive space. 
In another sketchbook, with material dating from late 1951 through to 1952, 
Feldman sketched a variant of this diagram in which the upper and lower limits of the 
timbre-axis are defined by the range of the piano. While Feldman's precise 
understanding of the term 'timbre' is not clearly defined, this demonstrates that it 
encompassed pitch and register. ·This second diagram is accompanied by a quantity of 
obscure text annotations, which may relate to the formulation of a graphic score, 
perhaps one of the Intersection pieces. In the midst of this text, however, one statement 
stands out with startling clarity: 'The happening in time is the reality. Space in music is 
an illusion'. 
By the later part of 1951, then, it would seem that Feldman was working with a 
decisively two-dimensional model, and tha~he was concerned with the deployment of 
sound materials over elapsed time. While not discounting the affect of spatial depth 
entirely, he apparently did not identify it as a 'real' part of the compositional structure. 
Not only does this confirm a direct compatibility with the painter's canvas in general, it 
also implies (in the context of the New York art field of that time) a clear affinity with 
15 See Edgard Varese, 'Rhythm, Form, Content' [1959] in Contemporary Composers on 
Contemporary Music. Ed. Elliott Schwartz and Barney Childs (New York, Chicago & San 
Francisco: Holt, Rinehart and Winston, 1967) 203. 
16 See, for example, John Cage, 'Lecture on Nothing' [1949/50] in Silence: Lectures and Writings, 
(London: Marion Boyars, 1968) 109-110. 
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the formalist aesthetic and ideology of the flat picture plane.17 Christian Wolff, who 
knew Feldman at this period, has given us one rare insight into Feldman's working 
practise in the early 1950s, which confirms this interpretation of the sketchbook 
annotations: 
Feldman used to work by putting his manuscripts up on the wall so that he 
could step back and look at them the way an artist looks at a picture. I'm not sure 
about this, but I have the feeling sometimes he might have thought of something to 
do "down here" and then go back "up here." It was really like a canvas rather than 
a linear, narrative structure.18 
Perhaps most importantly, this insight into Feldman's thinking provides some clues 
for approaches to analysis. The two-dimensional model offers a theoretical basis for the 
analysis of the work and while, like any theoretical construct, this is not absolute or 
definitive, it is nonetheless tremendously helpful in constructing meaning. In terms of 
conventional analysis (if there can be said to be such a thing), Feldman's music does 
seem to offer few points of traction. However, this two-dimensional model offers a 
way for us to understand the deployment of musical materials in a conceptually non-
linear space defined by the axes of timbre/pitch over time. Within this frame, we may 
begin to identify and describe the shapes, forms, and structures which make up a 
work. Furthermore, this analysis need not exclude any of the varied sources, and is as 
useful for hearing a performance as it is for reading a score, thus providing (to some 
extent at least) a common matrix for dealing with otherwise problematically disparate 
materials. 
iii 
In a short essay originally written in 1988, Morton Eeldman's colleague and friend 
Christian Wolff wrote of Feldman's Piano Piece 1952, 'What is there to say? The music 
appears to be unanalyzable'.19 Curiously, however, the essay continues with a rather 
17 See, for example, the discussion of Jackson Pollock in Clement Greenberg,'" American-
Type" Painting' [1955] in Reading Abstract Expressionism: Context and Critique Ed. Ellen 
Landau (New Haven and London: Yale University Press, 2005) 205. 
18 David Patterson, 'Cage and Beyond: An Annotated Interview with Christian Wolff' in 
Perspectives of New Music 32/2 (Summer 1994) 72. 
19 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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perceptive analysis of certain explicit pitch-structures evident in the piece. Wolff's 
essay, I would suggest, is one of the most important pieces of writing in the secondary 
literature on Feldman's early work in so far it exemplifies the fundamental tensions 
and problems which have shaped the study of Feldman's music. Essentially the 
problem is this: there is a tradition of understanding Feldman's work as being 
unsystematic, unstructured, and perhaps 'composed' by either intuitive or chance-
driven methods, but this seems to be contradicted by close examination of the work. 
Wolff attempted to resolve this tension by suggesting that while certain patterns 
and structures are patently evident in the work itself, they should not be connected to 
any intentionality on Feldman's part ('Strictly speaking, I'd say he had nothing in 
mind').20 Recent analysis (Johnson, DeLio, Hirata, and others) has shown that 
Feldman's music is indeed carefully organised, planned and designed, in ways which 
cannot be adequately explained as the product of intuitive or chance procedures. 
Christian Wolff's intuition that certain identifiable structures in Piano Piece 1952 are 
significant has been shown to be correct (although we may no longer so easily discount 
Feldman's intentions). The three works discussed in this dissertation are each saturated 
with evidence of highly structur~d design, planned in considerable detail by the 
composer. Furthermore, although Feldman was not a college or university-educated 
composer (as some of his peers were), he had spent the better part of a decade studying 
with two very skilled and highly-regarded composers in tum: Wallingford Riegger and 
Stefan Wolpe. The complexity and technical sophistication of Feldman's works of the 
late 1940s (the Illusions for piano, for example) is such as to confound any notion of 
Feldman's naivety as a composer. Reading these pieces in 1950, even Pierre Boulez 
found them 'very finely developed' .21 
Feldman himself was not afraid of analysis and indeed he acknowledged its 
usefulness. We may note, for example, that he spoke (in different contexts) of analysing 
20 Ibid. 
21 Pierre Boulez, 'Letter from Pierre Boulez to John Cage: May 1950' in The Boulez-Cage 
Correspondence Ed. Jean-Jacques Nattiez, tr. and ed. Robert Samuels (Cambridge University 
Press, 1993) 58. 
16 
Steve Reich's Four Organs,22 and Wolpe's string quartet.23 He did, however, sometimes 
speak of 'systems' negatively (although not consistently): 'In art, it is the system itself 
that holds out false promise, that deceives' .24 Such statements seemed to encourage the 
popular belief that Feldman's music was composed un-systematically, and that the 
music cannot therefore be sensibly analysed. Feldman himself made little effort to 
discourage this romantic notion. 
There are, however, a number of serious difficulties with the reasoning. Most 
importantly, we must take care not to conflate the term 'system' with process, method 
and technique. Feldman's music may not have had a clearly defined system, at least in 
the sense in which his generation of composers used the word (in the 1950s often as a 
euphemism for serialism, although Feldman seems usually to have had a broader 
definition in mind), but he certainly employed procedures, methods, and techniques, 
however unconventional. A further problem, is the confusion of composition with 
analysis. A work might conceivably have been composed without any identifiable, 
conventional system of pitch or rhythmic organisation, but the analyst will 
nevertheless be able to identify forms and structures, or patterns and levels of 
organisation, which are evidently present in the work 
The elucidation of these structures, regardless of how they were put together (com-
posed) is one of the primary objectives of my analysis, and in some cases it may even 
be possible to speculate, on the basis of the analysis, about the procedures which may 
have been employed in the composition process. Even a randomising method of 
composition depends entirely upon the generative procedures adopted by the 
composer, and Feldman himself was uncomfortable with such practice. In one of his 
earliest published writings, in 1958, he argued (in direct criticism of Cage's methods), 
'Chance itself is the most academic procedure yet arrived at, for it defines itself as a 
22 Morton Feldman, 'Toronto Lecture: April 17th 1982' Transcribed by Linda Catlin Smith in 
Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: 
Hyphen Press, 2006) 146-7. 
23 Austin Clarkson, 'Conversation about Stefan Wolpe: 13 November 1980' in Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen Press, 
2006) 107. 
24 Morton Feldman, 'Some Elementary Questions' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 63-4. 
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technique immediately' .25 Speculation about compositional procedure need not 
necessarily, however, be the purpose of analysis at all; compositional and analytical 
procedures are very different things, and they serve different ends. 
Multi-layered ambiguity is a key characteristic of Feldman's music. As Mark Janello 
has observed, 'what happens is paradoxically both justified and uncalled for' .26 From 
the relative distance of the early 21st century, for example, it is not at all clear whether it 
is appropriate to understand Feldman's 1950s work as prefiguring post-modernism, or 
as a relict of the old, early 20th century aesthetic of high modernism. These terms, of the 
modem and post-modem are indeed problematic in themselves, and not at all solidly 
defined; I use them here in recognition of the ongoing discourse in musicology which 
is framed in these terms.27 We may also note that Feldman sensed some such turning 
point, as evidenced by his 1967 essay' After Modernism' -although his conclusions 
were, appropriately enough, ambiguous.28 
For the most part neither tonal nor serial, Feldman's music inhabits a uniquely 
constructed space which Feldman (to some extent) encouraged others to believe was 
na'ively or even intuitively contrived- 'Boys, forgive me for speaking in broken 
music!', he once joked to a group of Princeton composers.29 He very rarely commented 
upon technical aspects of compositional procedure, and then mostly in his later years.30 
Yet the more we examine the work itself, the more controlled it sounds. Even 
Feldman's much-discussed alternation between various forms of more-or-less 
25 Morton Feldman, 'Sound, Noise, Varese, Boulez' [1958] in Ibid., 1. 
26 Mark Janella, The Edge of Intelligibility: Late Works of Morton Feldman (Ph.D. diss., University 
of Michigan, 2001) 40. 
27 Debate and discussion on this issue is very much alive in the early twenty-first century. 
See, for example, the seventeen essays by leading scholars in Music and the Aesthetics of 
Modernity: Essays Ed. Karol Berger and Anthony Newcomb (Cambridge, Mass.: Harvard 
University Press, 2005). 
28 Morton Feldman,' After Modernism' [1967] in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 
29 Morton Feldman, 'The Future of Local Music' [1984] Transcribed by Gerhard Westerrath in 
Ibid., 161. 
30 For example, Cole Gagne and Tracy Caras, 'Soundpieces Interview' in Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 
2006) and Morton Feldman, 'The Future of Local Music' [1984] in Give My Regards to Eighth 
Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 157-195. [transcribed by Gerhard Westerrath from a seminar given in 
Frankfurt]. 
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conventional and graphic notations seems, in hindsight, to enact a coherent dialectic 
concerning the parameters of freedom and control of musical material. This is not only 
a personal dialectic-it is also one closely related to explicit and implicit tensions in 
post-war New York and the field of cultural production at large. 
iv 
May one wonder, in the 2l51 century, what Feldman's music means, or meant? What 
might it tell us about the world in which he lived and worked? What does it tell us, as 
musicians, musicologists and composers, about how we came to be as we are? After all, 
even an historicised investigation is implicitly concerned with our own present, and all 
analysis is inevitably historicised. In this area, our view is as yet obscured by the fact 
that we know so little about the music itself and how it was made, how it is structured. 
At this point it is useful to reframe the primary hypothesis of this dissertation as a 
question: if Feldman had no explicit 'system', how then is the work made in terms of 
pitch deployment and the architecture of time? To take this a step further, we may ask: 
what are the compositional methods and procedures that may be deduced from the 
available source materials? What are the implications of these methods and procedures 
for our understanding of Feldman's thinking and his work? 
In seeking to develop answers to these closely inter-related questions, I have 
resisted the temptation to make a generalist study, a grand overview. At an early stage 
of research for this project it became clear that a comprehensive discussion of 
Feldman's work in its entirety would not be possible. There are two reasons for this: 
firstly, I would argue that Feldman-studies generally have not progressed to the point 
where a useful comprehensive study is possible at all;'and, secondly, if one attempts to 
address the full range of source materials (sketches, scores, contextual documents and 
so forth), the subject is simply too vast for a single dissertation. Instead, I seek to 
combat certain generalist fallacies (for example, that Feldman's music is all quiet, that it 
is intuitively indeterminate, or that it cannot be analysed) with particularities. To this 
end, I have chosen three works as analytical subjects which are in many ways 
astonishingly different from each other, yet have several things in common: they are all 
for solo piano, they were all composed around 1952, and they are not graphic scores. 
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These parameters themselves are a part of the establishment of a contained space of 
investigation, where generalisation may be (relatively) minimised in favour of the 
particular. 
The piano was Feldman's own instrument, and he composed for it prolifically. More 
importantly, his early reputation was built, to a large degree, upon performances of the 
1950s works for piano given by David Tudor. While the chamber and orchestral works 
are in many ways no less important in the broader picture of Feldman's work, the 
present study takes the analysis of three piano works as a starting point for what is 
intended as a contribution to a larger, ongoing discourse.31 
Feldman's graphic scores of the early 1950s are important, not only in terms of his 
own development as a composer, but as works whose wide influence extended over 
the next several decades. The decision to exclude these from examination in this study 
was not taken lightly. However, in pursuing this dissertation's object of identifying 
structures which shed light upon Feldman's management of pitch and time, it is 
apparent that the argument may be most explicitly built upon analysis of the more 
conventionally notated works. In addition, confining the study to such pieces permits a 
relative consistency of analytica~ approach which is more difficult to sustain with 
inclusion of graphic scores. Although no easy assumptions should pre-empt further 
investigation, there can be no doubt that the present study of conventionally notated 
works discusses crucial aspects of Feldman's general approach to composition which 
will be relevant to future studies of the graphic scores. 
31 As the instrument he played himself, the piano had special significance for Feldman-this 
is evident in writings, lectures and interviews throughout his career. Piano music was a 
most important part of his output up until the early 1960s, and again in the last decade of 
his life. Between 1964 and 1977, however, he produced no published work for solo piano. It 
is almost as though his aesthetic ideal of piano sound had eventually dropped out of the 
range of hearing. In purely practical terms, this reflects the fact that Tudor was performing 
less, and eventually not at all. This in tum relates directly to changing structures of the field 
of musical production, as expressed in the changing social dynamics together with the 
divergent interests of Feldman and Tudor (to a certain extent competitive, as Tudor 
devoted more of his time to composition and less to performing the works of other 
composers). It was not until the late 1970s, with the appearance of Roger Woodward and 
later Aki Takahashi, that Feldman once again had performers he trusted to realise his very 
personal conception of pianism, and of the sound-frame of the piano as an instrument. See 
also John Holzaepfel, David Tudor and the Performance of American Experimental Music, 1950-
1959 (Ph.D. Diss., City University of New York, 1994). 
20 
With works chosen from any period of Feldman's career, one might very well make 
a similar investigation of the structuring of pitch and time. Rather than scattered 
sampling, however, I decided after much consideration to focus upon one narrowly-
defined time period. The early 1950s were a crucial period for Feldman's development 
as a composer. During these years, he is known to have formed friendships with a 
number of important painters, writers and musicians in New York, whose various 
influences played a major role in the development of his artistic thinking. It was also at 
this period that he made his first explicit actions to establish his public presence in the 
field of music production in New York (to borrow Pierre Bourdieu's terminology)32, 
and in this process we may begin to map not only his personal aims and concerns as a 
composer at this moment but also the structures of the field in which he sought a space 
to operate. 
Ultimately, we may collectively seek to build an understanding of Feldman's career 
trajectory; such an understanding, however, must be built from a deep analysis of 
many moments along that trajectory. This study, focussing upon the period around 
1952, is a contribution to our understanding of one such point in Feldman's career and 
as such it informs our appreciation of his subsequent work. 
Two other factors helped to narrow the focus to the 1952 period. Firstly, the works 
of this time have a certain iconic stature in the popular and scholarly literatures, 
although very few have been analysed in close detail. Secondly (and coincidentally), as 
I gathered primary source materials for this study these three works drew attention to 
themselves through the very nature of the source materials; most particularly, all three 
works have exceptionally interesting associated sketches and early versions, which 
provided valuable clues to key aspects of compositional structuring. In this way, it 
must be acknowledged that the terms of reference of this study have to some extent 
been shaped by the source materials. 
v 
Published contemporary criticism, analysis and serious discussion of Feldman's 
32 Pierre Bourdieu, 'The Field of Cultural Production, or: The Economic World Reversed' 
[1983] in The Field Of Cultural Production: Essays on Art and Literature Ed. Randal Johnson 
(Columbia University Press: 1993). 
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work of the 1950s was almost non-existent. Henry Cowell's article of 1952, while 
supportive of the efforts of Cage and his close colleagues to promote their work, 
offered no detailed analytical comment on Feldman's work specifically. Discussing a 
graphically-scored work titled Intersection #3 (actually an early version of the work 
now known as Intersection 1), Cowell simply showed that while the performer may 
choose precise pitches within broad parameters, many other aspects of the work are 
clearly defined.33 
Stefan Wolpe, in his lectures of the 1950s at Yale, Black Mountain College and 
Darmstadt, also made passing reference to Feldman's work.34 In a few instances, these 
brief mentions do represent valuable critical commentary, although the clarity of this 
critique may have been somewhat mitigated at the time by his singular delivery.35 A 
few Wolpe texts were published in the 1960s, but those most pertinent to the study of 
Feldman did not appear in print until more recently.36 
Cage was primarily interested in those aspects of Feldman's music which he 
understood as 'indeterminate'. Thus, his discussion of Feldman's music focussed 
always upon the graphic scores (more specifically, the Intersection pieces}, while 
recognising, like Cowell, that even then only certain clearly delineated elements of 
these pieces were indeterminate.37 Wolpe, in contrast, saw the pitch notation in 
Feldman's graphic scores as crudely determined (by register}, rather than 
33 Henry Cowell, 'Current Chronicle' in The Musical Quarterly 38/l (January 1952) 131. 
34 For a Wolpe bibliography, see On the Music of Stefan Wolpe: Essays and Recollections Ed. 
Austin Clarkson (Hillsdale, NY: Pendragon Press, 2003) 346-347. 
35 See, for example, Milton Babbitt's reminisc~nce of Wolpe's 1951 Yale lecture. Milton 
Babbitt, Recollections of Stefan Wolpe 
http://www.wolpe.org/pagel/page10/pagel0.html#Milton%20Babbitt (accessed 20 
December 2007). 
36 Among those texts which make explicit reference to Feldman's work are Stefan Wolpe, 'On 
New (and not-so-new) Music in America' [Darmstadt, 1956] Tr. Austin Clarkson in Journal 
of Music Theory 28/l (1984) 1-45; and 'Thoughts on Pitch and some Considerations 
Connected with It' [1952] in Perspectives of New Music 17/2 (1979) 28-57. 
37 In this context, and dating from the period with which this dissertation is concerned, are 
several crucial texts: John Cage, 'Lecture on Nothing' [1949/50] in Silence: Lectures and 
Writings by John Cage (Middletown, Conn.: Wesleyan University Press: 1961) 109-126; 
'Lecture on Something' [1950/51] in Ibid., 128-145; 'Indeterminacy' in Ibid., 35-40; and 
'Juilliard Lecture' [1952] in A Year From Monday (Middletown, Conn.: Wesleyan University 
Press: 1969) 95-111. 
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indeterminate and he openly disapproved of this relative crudeness.38 Pierre Boulez, in 
his letters to Cage, also disapproved of the inexactitude of Feldman's graphic notation 
('Much too imprecise and too simple').39 These criticisms may well have influenced the 
waning of Feldman's interest in graphic notations. He was certainly aware of problems 
and limitations with the graphic notation-in particular, he was bothered by the 
perception that these scores allow the performer freedom which, he said later, was not 
his primary intention.40 
The lectures and writings of John Cage dating from the 1950s have been by far the 
most influential commentaries upon Feldman's work of this period, with several 
important texts appearing in print as early as 1959. That Cage played a crucial part in 
raising public awareness of Feldman's work cannot be doubted but, as a result, there 
has been a strong tendency ever since to hear Feldman as mediated by Cage's writings. 
Feldman himself recognised this problem, and even in the early 1950s sought to clarify 
his situation and maintain a certain distance from Cage.41 In later years, Feldman 
would often acknowledge the broader debt he owed to Cage while distancing his work 
from any suggestion of Cage's specific influence. 'Cage was not my teacher', he once 
pointed out, 'if anything, I think I influenced Cage' .42 At least some of the criticism 
Feldman levelled at composers like Boulez was equally applicable to Cage,43 and it is 
perhaps significant that although Feldman very often talked about his friendship with 
38 Stefan Wolpe, 'Thoughts on Pitch and Some Considerations Connected with It' Ed. Austin 
Clarkson, Perspectives of New Music, 17/2, (1979) 49. [Text of a talk given at Black Mountain 
College, August 1952.] 
39 Pierre Boulez, 'Letter from Pierre Boulez to John Cage: August 1951' in The Boulez-Cage 
Correspondence Ed. Jean-Jacques Nattiez, tr. and ed. Robert Samuels (Cambridge University 
Press, 1993) 103. Cage replied, 'Feldman, who has great_ difficulty imagining that you do 
not like his work, will send you a new Intersection on graph for piano'. See John Cage, 
'Letter from John Cage to Pierre Boulez: summer 1951' in Ibid., 110. 
40 Morton Feldman, 'Liner Notes' in Give My Regards to Eighth Street: Collected Writings of 
Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 6. 
41 As Feldman commented after Cage's 'Lecture on Something', ostensibly about Feldman's 
music, 'That's not me; that's John'. Quoted in John Cage, Silence: Lectures and Writings by 
John Cage (Wesleyan University Press, 1961) 128. 
42 Austin Clarkson, 'Conversation about Stefan Wolpe: 13 November 1980' in Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 
2006) 110. 
43 See Morton Feldman, 'Sound, Noise, Varese, Boulez' in Give My Regards to Eighth Street: 
Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 
2000) 1-2. 
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Cage he rarely spoke specifically of Cage's music.44 
Cage, as previously noted, apart from his personal encouragement of Feldman, had 
narrowly specific interests regarding Feldman's work. As a result, Cage's public 
discussion of Feldman's work is restricted to only a couple of pieces of the early 1950s, 
and it is little wonder that it was the graphic scores which seemed to him most 
significant. Regarding Feldman's more conventionally notated works Cage offered 
little comment (beyond the provocative observation that 'Feldman's conventionally 
notated music is himself playing his graph music')45 and by the late 1960s it was clear 
that the two friends' interests, aims, and aesthetic outlook had diverged significantly.46 
As early as 1965, some of Feldman's other friends seem to have been concerned that 
Cage's interpretations might be harmful to public perception of Feldman's work:' A 
close and valued friend once became annoyed at my persistent admiration of Cage. 
"How can you feel this," he said, "when it's apparent that everything he stands for 
negates your own music?' .47 
Cage's views concerning Feldman's work of the 1950s cannot be ignored. On the 
other hand, we must also strive to understand Feldman's work in a broader context 
and from other perspectives. I would argue that the natural emphasis in Cage's writing 
on the indeterminate aspects, which he understood to some extent in terms of Zen 
philosophy, has too heavily influenced the secondary literature on Feldman's work 
until quite recently. Since the mid-1990s, however, the development of a small but 
vigorous analytical discourse concerning Feldman's work has rapidly revealed that the 
music itself is much more organised and intelligently controlled than some earlier 
writers acknowledged. 
Although several earlier essays made significant contributions to the establishment 
44 For one exception, see Morton Feldman, 'Crippled Symmetry' [1981) in Ibid., 145. 
45 Quoted in Frank O'Hara, 'New Directions in Music: Morton Feldman' [1959) in Ibid., 216. 
46 One of the most important primary-source texts documenting the relationship is the series 
of radio conversations recorded in 1966-7. It is evident here that by the late 1960s Feldman 
and Cage, while conversing amicably, were in many ways at cross-purposes. Morton 
Feldman and John Cage, Radio Happenings: Conversations-Gespriiche Tr. Gisela Gronemeyer 
(Koln: MusikTexte, 1993). 
47 Morton Feldman, 'The Anxiety of Art' in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 29. 
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of this discourse,48 the first major indicator of new directions in the study of Feldman's 
music was The Music of Morton Feldman, a collection of analytical essays edited by 
Thomas DeLio, published in 1996.49 While the book has attracted some criticism,50 and 
the essays it contains are perhaps uneven in refinement, it remains seminally important 
in so far as it represents a substantial body of work by varied scholars demonstrating 
that Feldman's work at several periods of his life is indeed susceptible to analytical 
tools of various kinds. Thus, The Music of Morton Feldman represents some of the first 
rigorous forensic examination of the Feldman music, clearing away some of the 
mythology, and tackling the music itself head-on. Most notably, the essays in this book 
documented and illuminated some of the levels of observable organisation in 
Feldman's music: his work may not have been produced by a capital S 'System', but he 
certainly had systems and processes of his own.51 These essays revealed that pieces 
ranging from early graphic scores to late works all show remarkable evidence of 
detailed, intelligent organisation on several levels. 
None of the essays in The Music of Morton Feldman dealt with the works discussed in 
this dissertation, although two addressed works of the 1950s: John Welsh wrote about 
Feldman's pioneering graphic score Projection 1 (1950),52 and Thomas DeLio analysed 
Last Pieces #3 (1959).53 Regarding Projection 1, Welsh showed that although specific 
pitch is 'indeterminate' (that is to say, determined by the performer) Feldman 
deployed the elements of timbre, density, register and silence in identifiably structured 
48 Of particular relevance to the scope of the present study are Christian Wolff, 'The Sound 
Doesn't Look Back (1995): On Morton Feldman's Piano Piece 1952' 
http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378; and Gianmario Borio, 'Morton Feldman e l'Es.pressionismo astratto: La 
costruzione di tempo e suono nelle miniature pianistiche degli anni Cinquanta e Sessanta' 
in Itinerari della musica americana (Lucca: Una Cosa Rara, 1996) 119-134. 
http:ljwww.cnvill.demon.co.uk/mfborio.htm, accessed 4 January 2007. 
49 The Music of Morton Feldman. Ed. Thomas De Lio (Westport & London: Greenwood Press, 
1996). 
50 See David Nicholls, 'The Music of Morton Feldman [review]' in Music and Letters 78/4 
(November 1997) 631. 
51 'So I can't relate or identify with any system whatsoever, not even that which I make 
myself.' Alan Beckett, 'International Times Interview' [1966] in Morton Feldman Says: Selected 
Interviews and Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 2006) 32. 
52 John Welsh. 'Projection I (1950)' in The Music of Morton Feldman Ed. Thomas DeLio (New 
York: Greenwood Press, 1996) 21-35. 
53 Thomas Delio. 'Last Pieces #3 (1959)' in Ibid., 39-68. 
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ways. Of particular relevance to the present study, Welsh found that on several levels 
of structure, the piece falls into two parts, with marked changes of register and timbre 
just after the 2:1 partition of the duration of the work. DeLio, in the examination of 
LastPieces #3, found that Feldman was organising material at the levels of pitch-class, of 
interval, and of set. Among the characteristics of Feldman's deployment of these 
materials, DeLio showed that interval class 3 is notably favoured, and indeed used to 
form several crucial 'linguistic' sets (diminished triads and seventh chords in this case). 
Interestingly, these sets are sometimes left incomplete, as are some passages which 
seem otherwise to be systematically developing statements of the twelve-tone 
aggregate-notes are withheld, in other words, contrary to the listener's expectation. 
DeLio also noticed that the overall architecture of the work seems to fall into two parts, 
not unlike Projection 1. 
During the decade since the publication of The Music of Morton Feldman, a small 
group of scholars have continued the close-reading of Feldman's work as a project of 
formal analysis while also seeking ways to present the results of this analysis in a 
manner sensitive to contemporary musicology. Marion Saxer's Between Categories: 
Studien zum Komponieren Morton.feldmans van 1951bis1977,54 for example, gracefully 
combines discussion of selected works with analysis of Feldman's philosophical and 
aesthetic contexts. In this way, Saxer investigates Feldman's work and writing in 
relation to William James, John Dewey, Kierkegaard, Samuel Beckett, and of course 
abstract expressionism. Ulrike Rausch has further developed this connection between 
Feldman (also Cage and Brown) and the New York painters of the 1950s in her study 
Grenzgiinge: Musik und Bildende Kunst im New York der 50er ]ahre, which discusses briefly 
several works of the early 1950s including Intermission 5.55 
As more of Feldman's own writings, interviews and lectures have become available 
in recent years, it has become easier to link analytical observations with the 
philosophical and aesthetic concerns evident in these writings. The analysis of such 
texts, however, is not without its problems-not least of which is the previously noted 
54 Marion Saxer, Between Categories: Studien zum Komponieren Morton Feldmans von 1951 bis 
1977 (Saarbriicken: Pfau-Verlag, 1998). 
55 Ulrike Rausch, Grenzgiinge: Musik und Bildende Kunst im New York der 50er Jahre 
(Saarbriicken: Pfau-Verlag, 1999). 
26 
fact that Feldman rarely spoke of technical matters. He did, however, talk a great deal 
about art, and the relation between his own music and the visual arts. Jonathan 
Bernard argued in his essay 'Feldman's Painters' (2002) that this may be the crucial 
area of investigation for the analysis of Feldman's music. 56 Certainly, it is difficult to 
avoid discussion of the visual arts in any study of Feldman. 
Among the several writers who have pursued this avenue of research, Steven 
Johnson must be mentioned as singularly important. As editor of The New York Schools 
of Music and Visual Arts,57 Johnson curated an important collection of essays which has 
served as a basis for the understanding of Feldman's work in the early 2l51 century. 
Although tending to favour the contextual in their analysis, these essays nonetheless 
outline many of the important issues and questions concerning the work of Feldman 
and also the immediate milieu. Most important of all for our present purpose is 
Johnson's own contribution, 'Jasper Johns and Morton Feldman: Why Patterns?'.58 Here, 
Johnson combines deeply perceptive formal analysis of both music and visual art with 
a solid appreciation of contexts to provide a dramatically new perspective upon 
Feldman's work, in the process shedding significant light on our understanding of the 
work of Jasper Johns. This is, in many ways, a model of recent analytical writing in 
combining the formal and contextual analyses of traditional musicology while also 
opening a cross-disciplinary window to art history. 
This is by no means the only useful approach, however. Catherine Hirata, in her 
thoughtful and imaginative dissertation Analysing the Music of Morton Feldman, has 
made a complex and sophisticated contribution to the study of Feldman's work.59 
Hirata's approach, like Johnson's, is a model of openness in musicological 
investigation, eschewing conventions of formal analysis while seeking to find new 
ways of engaging with the very sounds themselves. Hirata reminds us that analysis in 
musicology is both performative and personal, and her dissertation is remarkable for 
56 Jonathan Bernard, 'Feldman's Painters' in The New York Schools of Music and the Visual Arts 
Ed. Steven Johnson (New York, London: Routledge, 2002) 173-216. 
57 The New York Schools of Music and the Visual Arts Ed. Steven Johnson (New York, London: 
Routledge, 2002). 
58 Steven Johnson, 'Jasper Johns and Morton Feldman: What Patterns?' in Ibid., 217-247. 
59 Catherine Hirata, Analyzing the Music of Morton Feldman (PhD. Diss., Columbia University, 
2003). 
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presenting a highly personalised yet informed reading of the work which is firmly 
positioned within the context of the wider analytical discourse. 
Of particular interest is Hirata' s effort to hear the works, note-by-note, in rigorous 
and thoughtful detail. Her dissertation is a record of extraordinarily intense, active and 
informed listening. In a footnote, however, Hirata does acknowledge one important 
contention: while some (including Hirata herself) may seek to isolate and explain 
more-or-less autonomous moments in Feldman's music, isolated sound events as 'the 
sounds of the sounds themselves',60 it is by no means certain that we experience music 
in such a way: 
[Christopher] Hasty also questions, however, whether we really ever experience 
an autonomous moment, arguing (in part) that the experience of novelty requires 
not an isolation of the present from past and future, but an integration of the 
three.61 
Between these two points of view, I take Hasty's side. I find that the sense of the 
individual sounds as parts of a great and complex, multi-dimensional web greatly 
overpowers the moments of glancing novelty in Feldman's music. This remains the 
case even if this web, as some may argue, is only partly of Feldman's design. As I show 
in Chapter Four, for example, it ts apparent that the seemingly 'random' sounds of 
Intermission 6 are each part of a larger figure, however distorted or fragmented - and 
this indeed is how I hear it. 
Subsequent to Hirata' s dissertation, Dora Hanninen' s substantial essay Feldman, 
Analysis, Experience62 presented a considered summing-up of the state of the field to 
circa 2004 before embarking upon detailed discussion of two late Feldman works. 
Hanninen's essay also represents a synthesi~_of score-based analysis with a keen 
appreciation of certain performative and aural points of discussion. It is this 
appreciation of the aural experience which perhaps offers a way of dealing with those 
aspects of some of Feldman's works which do resist conventional methods of analysis, 
60 Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. Diss., Columbia University, 
2003) 32-33. 
61 Catherine Hirata, Ibid., 73-74 [fn]. Hirata is here referring to Christopher Hasty, Meter as 
Rhythm (New York and Oxford: Oxford University Press, 1997) 298. 
62 Dora Hanninen, 'Feldman, Analysis, Experience' in Twentieth-Century Music 1/2 (2004) 225-
251. 
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such as the dislocation of notated voices in the works where Feldman instructs each 
performer to play in their own time.63 
While these scholars and others have made important contributions, one might 
question whether the field has attained the level of a conversation or dialogue. Rather, 
it often seems that each writer is making relatively isolated statements, in what 
amounts to a near vacuum. One indicator of the extent of this problem is that very few 
Feldman works have received close attention from more than one investigator.64 
Furthermore, very many of his pieces have received as yet no detailed analytical 
attention at all. Of the three works discussed in this dissertation, Intermission 6 has been 
mentioned by many in passing but never examined closely, Intermission 5 has been 
discussed briefly by a mere handful of writers, 65 while Christian Wolff's essay 
(mentioned above) included a short analytical sketch of Piano Piece 1952.66 
vi 
One of the significant areas remaining to be dealt with thoroughly in the secondary 
literature, is that of the primary source materials. Among many other problems, we 
have as yet no coherent, accurate chronology of Feldman's works.67 The generally 
accepted composition dates of many Feldman works are in fact conjectural at best, 
although this has rarely been acknowledged. Clearly, this makes it extremely difficult 
63 This is a common feature of Feldman's work of the late 1950s and early 1960s (see for 
example the Durations series) but prefigured by Intermission 6 as early as 1952. 
64 Hirata and DeLio have both discussed parts of Last Pieces in some detail, from very 
different perspectives. See Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. 
Diss., Columbia University, 2003), 31-64, and Thomas Delio, 'Last Pieces #3 (1959)' in The 
Music of Morton Feldman. Ed. Thomas DeLio (Westport_& London: Greenwood Press, 1996) 
39-70. 
65 Among them Gianmario Borio, 'Morton Feldman e l'Espressionismo astratto: La 
costruzione di tempo e suono nelle miniature pianistiche degli anni Cinquanta e Sessanta' 
in Itinerari della musica americana (Lucca: Una Cosa Rara, 1996) 119-134; Ulrike Rausch, 
Grenzgange: Musik und Bildende Kunst im New York der 50er Jahre. (Saarbrucken: Pfau-Verlag, 
1999) 31-39; Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 61, 187. 
66 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http:ijwww.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
67 Claren's 'Werkverzeichnis' is the most thorough compiled to date, but should not be 
considered authoritative. See Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 
2000) 547-575. 
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to make specific comparison or cross-reference to the musical or painterly works of his 
contemporaries, Feldman's personal situation at the time of composition, socio-
political contexts-or even simply Feldman's other works. This is one of the factors 
hindering analytical study of Feldman's work, and our lack of understanding of 
Feldman's working procedures is a direct result. In this dissertation, therefore, I have 
sought to give special emphasis to the primary source materials; these include 
Feldman's sketches, associated annotations, writings (published and unpublished), 
interviews and recordings. 
Preserved at the Paul Sacher Stiftung in Basel is an almost complete set of Feldman's 
sketchbooks of the 1950s.68 For many works of this period, original sketch material 
survives in addition to early drafts and later fair copies made for publication. In all 
cases, the sources for a single work differ from one another (I hesitate to say 'conflict', 
as this seems unnecessarily negative)-and we may thus begin to map at least some of 
Feldman's compositional decision-making through the various stages of composition, 
performance and revision for publication. For some works, there are even multiple 
sketches, or sketches which themselves show signs of substantial revision. Some 
writers have placed emphasis 011 Feldman's occasional suggestions that he did not 
make sketches;69 the evidence of his manuscript legacy shows that this is by no means 
an accurate understanding of his working practice in the 1950s. Similarly, the composer 
often told of his argument with Karlheinz Stockhausen, who could not understand 
Feldman's advice to'( .... ) leave the sounds alone; don't push them ( ... )'.70 One imagines 
that if Stockhausen had ever seen the sketch materials that we now have available, he 
would feel vindicated in his suspicion that this was not an entirely truthful description 
of Feldman's compositional method. Feldman certainly did push the notes around, 
sometimes drastically (as in Extensions 3 or Piano Piece 1952, for example, where the 
68 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. At the time of writing this 
collection is not definitively catalogued, so more detailed citations cannot be given. 
69 For example, Amy Beal, '"Time Canvases": Morton Feldman and the Painters of the New 
York School' in Music and Modern Art. Ed. James Leggio (Routledge, 2001) 231. Feldman 
rarely spoke of musical sketches, and then only late in life. For one such instance, see 
Morton Feldman, 'Darmstadt Lecture' [1984) in Morton Feldman Says: Selected Interviews and 
Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 2006) 202. 
70 David Charlton and Jolyon Laycock, 'An Interview with Morton Feldman' [1966) in Morton 
Feldman Says: Selected Interviews and Lectures 1964-1987. Ed Chris Villars (London: Hyphen 
Press, 2006) 28. 
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entire structure of the works was altered by the deletion of large sections). In fact, 
Feldman's alterations and revisions affect all aspects of the music: pitch-class, register, 
form, rhythm, dynamic and pedalling. That said, however, it must be acknowledged 
that there are great differences between Stockhausen's methods of handling musical 
materials (with serial procedures of permutation, for example) and Feldman's more 
flexible approach. 
There has been a certain amount of debate in recent years, over the value of sketch-
studies in musicology.71 Friedemann Sallis and Patricia Hall have observed that 
arguments on both sides of the sketch-studies debate have 'wildly exaggerated' the 
respective benefits and problems. In the end, however, they pragmatically suggest that 
'The question is not whether sketch material will be used for analysis, but rather how 
this should be done' .72 
In this dissertation I am not seeking any kind of 'authentic' source or interpretation; 
rather, my concern is with finding coherent ways to discuss the very complexity of the 
diverse source-materials. Much, if not all, the meaning of music may reside in its 'web 
of culture', to borrow Gary Tomlinson's phrase (itself echoing Clifford Geertz),73 yet 
our apprehension of such a web (in a histoticised sense) rests upon the artefacts of that 
culture, whether they be musical sketches, recordings, newspapers or bus tickets. 
Incorporation of sketches to the three analyses presented here demonstrably provides 
insight into many aspects of the works that could not be obtained in any other way. 
While this insight may not be essential to our enjoyment (or dislike, for that matter) of 
the music it certainly deepens and enriches that apprehension, and extends our 
understanding. 
71 Dai Griffiths, for example, has argued that published scores are 'audible' (and therefore 
worthy of analysis), while sketches are not. Dai Griffiths, 'Review of Anne Shreffler, 
Webern and the Lyric Impulse (Oxford, 1994)' Music Analysis 16/l (1997) 151. Arguments 
against the value of sketches are often related to the questioning of notions of authenticity 
in performance, a subject on which Richard Taruskin has famously strong opinions. See 
Richard Taruskin, 'Tradition and Authority' in Early Music 20/2 (May 1992) 311-325. See 
also Text and Act: Essays on Music and Performance (Oxford and New York: Oxford 
University Press, 1995). 
72 Friedemann Sallis and Patricia Hall, 'Introduction' in A Handbook to Twentieth-Century 
Musical Sketches Ed. Patricia Hall and Friedemann Sallis (Cambridge University Press, 2004) 
4. 
73 Gary Tomlinson, 'The Web of Culture: A Context for Musicology' Nineteenth Century Music 
7/3 (April 1984) 350-62. 
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Examination of sketches in relation to any composer's work immediately 
complicates the notion of the work as an absolute entity. Anne Shreffler has noted this 
in relation to her study of the Webern sketches, 
Rather than serving up a circular argument of validation, sketch study can open 
up a work, reducing our perception of its autonomy by making audible the 
different voices present at various stages of its meaning.74 
In investigating and analysing sketches and other primary sources, we are forced to 
come to terms with the materials themselves as evidence for a work which is 
changeable to the extent even of multiplicity. Publication cannot be considered final, as 
very many composers (Feldman among them) revise and alter pieces long after. In 
addition, third-party interventions (in the form of editing and engraving, for example) 
continue this process of transformation. 
Feldman's 1950s music was, for the most part, not published until the 1960s.75 The 
relationship between the published scores and the original compositions of the 1950s is 
problematic, or to cast it in a more positive light, complex. In some cases, the works 
made famous by David Tudor were substantially revised years later, at the time of 
publication. A 1952 performance of Piano Piece 1952, for example, quite likely presented 
a work substantially different from that we know today, with two movements instead 
of one.76 
As if this was not already difficult enough, the inclusion of a composer's recorded 
performances as primary source material is similarly rewarding and problematic at 
once. Clearly, recordings are of an entirely different substance to the written score, and 
the extent to which they may be comparable is debatable. Recordings are certainly 
valuable documents of particular performances, but we must recognise that they come 
to us distorted not only by time but by various human and technological mediators (of 
course, our perceptions of published scores and concert performances are equally 
subject to similar mediations). Oddly, we have no conventional difficulty in discussing 
(or indeed commercially marketing) a tape or CD of a composer performing as though 
74 Anne Shreffler, Webern and the Lyric Impulse: Songs and Fragments on Poems of Georg Trakl 
(Oxford: Oxford University Press, 1994) 13. 
75 The exception: Morton Feldman, Illusions [c. 1948] in New Music. A Quarterly of Modern 
Composition 23/4 (October 1951). 
76 See Chapter Three. 
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it were somehow in essence the same work as that written down -even when it differs 
substantially, as is the case with Feldman's Intermission 5.77 Clearly, the matter of 
musical source-materials is complicated; whatever a musical work is exactly, it is not 
exclusively either on the page or in the sound. To ignore any of these varied sources in 
the interest of clarity or simplicity, however, is to perpetrate a deception about the 
complex and subtle nature of the music itself. 
Music, as Philip Bohlman once wrote, may be what we think it is-or it may not.78 
Few would argue that the musical work exists only on the page, but equally it seems 
inadequately defined by performance or recording. Somehow, it can be all of these-
and none. As one reads a score and hears it in the mind, is this performance? As one 
listens to a concert performance while thinking at the same time about a hundred other 
things, is that Feldman? In this dissertation, I take the position that there is such a thing 
as a musical work. What exactly that is, or where exactly it resides, I'm not sure-but it 
is certainly by no means an autonomous entity. If we cannot be sure, in analysis and 
discussion, of apprehending the very work itself (perhaps too subtle, changeable, 
complex and fragile for tangible contact), then we may at least examine closely the 
evidences for the work's existence; these ai;e our source materials. In my model then, 
the various written scores and recordings are evidence for the existence of a work, and 
evidence for developing understandings of what the nature of that work may be, or 
may have been. My analysis is in no sense comprehensive-the very idea of 
comprehensive analysis (if by that we mean a study of everything that one can know 
about a work) is in any case unattainable in practice. 
In this study, I am at least partly interested in Morton Feldman's decision-making as 
a composer, and within this construct it is possible to discuss some of the ways in 
which his musical work (whatever that may be exactly) took shape. One must be 
sensitive, on the other hand to the intentionalist fallacy (as theorised by Wimsatt and 
Beardsley, this refers to a confusion of the meaning of a text with the author's 
intention).79 In music analysis, so much concerned with matters of design and 
77 See Chapter Two. 
78 Philip Bohlman, 'Ontologies of Music' in Rethinking Music Ed. Nicholas Cook and Mark 
Everist (Oxford University Press, 1999) 17. 
79 W. Wimsatt and M. Beardsley, 'The Intentional Fallacy' in The Verbal Icon: Studies in the 
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compositional process, there is a fine line to be walked. However, the notion that by 
ignoring affective or intentional fallacies we may apprehend the text in any absolute 
sense is also questionable. In a sense, these are old arguments, and perhaps we need 
not now be quite so dogmatic; is it possible to be sensitive to intent and affect but also 
to the formal properties of the work? Feldman, for example, considered 'space' in 
music to be illusory,8° and this is most interesting-but it need not prevent us from 
discussing his work in terms of spaces which may seem quite evident to us. 
While we may investigate Feldman's decision-making on the basis of primary 
evidence, the significance of this in relation to the work lies in our reading, not 
Feldman's intent. Furthermore, one cannot pretend that this creative decision-making 
on Feldman's part was in any sense an autonomous activity. I think of it loosely in 
terms of Pierre Bourdieu's model, as outlined in 'The Field of Cultural Production' .81 
Thus, we might conceive of Feldman as an individual enacting a career trajectory 
within a space defined by his own disposition and habitus, as opposed to the 
opportunities and restrictions offered by the very structure of the field of cultural 
production itself. Any perceived autonomy is strictly relative. 
In speaking of a composer's action or decision, I intend this to be understood in a 
post-structuralist sense derived from Bourdieu's model. Thus, when I discuss a 
particular compositional action (for example Feldman's decision to break apart the 
carefully constructed Intermission 6),82 I am implicitly speaking not only of Feldman's 
personal action but his position in the field and the structure of the field. In this sense 
the reader will appreciate the extent to which this dissertation is on many levels a 
preliminary sketch-each and every analytical point that I make in the chapters which 
follow might itself be the subject of a much larger study, connecting Feldman's 
localised decision making through the web of the field's structure and in turn its 
Meaning of Poetry (London: Methuen, 1970). 
80 Sketchbook annotation, c. 1952. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
81 The classic text is Pierre Bourdieu, 'The Field of Cultural Production, or: The Economic 
World Reversed' [1983) in The Field Of Cultural Production: Essays on Art and Literature Ed. 
Randal Johnson (Columbia University Press: 1993). For discussion of Bourdieu's theory in 
the context of musicology, see Stephen Miles, 'Critical Musicology and the Problem of 
Mediation' in Notes 2nd Series 53/3 (March 1997) 722-750. 
82 As discussed in Chapter Four. 
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relations with adjacent or contingent fields (the economic or politicat for exarnple).83 
By my use of the term 'work' in this dissertation, I wish to invoke a post-Deleuzian 
multiplicity rather than any sense of an autonomous, finite entity: 
Music has always sent out lines of flight, like so many "transformational 
multiplicities," even overturning the very codes that structure or arborify it; that is 
why musical form, right down to its ruptures and proliferations, is comparable to a 
weed, a rhizome. 84 
In this passage, Deleuze and Guattari are consciously echoing Pierre Boulez, from 
whom they borrow the description of music as a growing weed.85 For Deleuze and 
Guattari, the relation between a work and the world is not analogic but rhizornatic: 
'contrary to a deeply-rooted belief, the book is not an image of the world. It forms a 
rhizome with the world, there is an aparallel evolution of the book and the world ( ... )'.86 
This sterns in part from their desire to avoid suggestions of binary logic: mimicry, they 
suggest, 'is a very bad concept'. While this dissertation is informed by such an attitude 
I have, for the sake of readability, retained the more conventional terms of analogy, 
metaphor, homology, and even simply' connection'. My use of these terms should be 
understood, as with my understanding of the author's decision-making, not as a 
simplistic suggestion of simple binary relationships but rather in terms of an implicit 
wider web of which the relation between two entities is only a fragmentary part, 
isolated for the purpose of discussion. 
In his own writings, interviews and lectures, Feldman was rather shy of discussing 
many aspects of his work in detail, a characteristic not entirely unusual among 
composers. Nevertheless, close reading of his essays and interviews does, I would 
83 Note that while this model is useful and appropriate for the study of Feldman and his 
work, I am not suggesting that it is in any sense 'true' or 'real'; like all theoretical models it 
is simply a frame for the investigation. 
84 Gilles Deleuze and Felix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia [1980] 
Tr. Brian Massumi (London and New York: Continuum, 2004) 13. 
85 Ibid., 569. Note that their understanding of the musical work and musical form is rather 
conservative in so far as they are largely concerned with a classically French view of the 
European canon of notated, composed concert works. For discussion of this curious aspect 
of Deleuze and Guattari's work, see Jeremy Gilbert, 'Becoming-Music: The Rhizomatic 
moment of Improvisation' in Deleuze and Music. Ed. Ian Buchanan & Marcel Swiboda 
(Edinburgh University Press, 2004) 121. I choose, however, to read their use of the word 
'form' in the broadest possible sense. 
86 Ibid., 12. 
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suggest, provide more information than perhaps even he realised. The reasons for his 
public reticence about technical aspects of the music may be traced back to 1950, and a 
particularly significant incident involving Milton Babbitt and John Cage: 
At this first meeting I brought John a string quartet. He looked at it for a long 
time and then said, "How did you make this?" I thought of my constant quarrels 
with Wolpe, and how just a week before, after showing a composition of mine to 
Milton Babbitt and answering his questions as intelligently as I could, he said to 
me, "Morton, I don't understand a word you're saying." And so, in a very weak 
voice I answered John, "I don't know how I made it."87 
It is clear that Feldman did indeed know how he understood the piece to have been 
made (at least in terms of the immediate procedures by which it was manufactured) 
but decided, in reaction to the experience with Babbitt, that it might be easier to avoid 
discussion of the matter. This incident, and Cage's delighted reaction rapidly became 
part of Feldman's personal and public mythology-by 1963 it was enshrined in print 
on a record cover.88 The manner of speaking and writing that Feldman developed so 
successfully during the 1960s and 1970s was to a large extent a constructed safe 
language, the boundaries of which are often evident in interviews.89 Throughout his 
career, Feldman would almost always avoid giving a direct answer to the question 
'how was it made?'. There is precedent for this in the public discourse of the abstract 
expressionist painters; as Feldman's friend Mark Rothko, for example, wrote in 1947, 
'Pictures must be miraculous: the instant one is completed, the intimacy between the 
creation and the creator is ended. He is an outsider' .9° Curiously, these attitudes of both 
Feldman and Rothko, in so far as they seem to de-emphasise the processes of 
composition, suggest a certain confidence in the idea of a 'finished' work, as a finite, 
autonomous object. 
87 Morton Feldman, 'Liner Notes' [1962] in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 4. 
88 Morton Feldman, liner notes for Feldman/Brown LP record (Time Records 58007/s8007, 
1963). Reprinted as 'Liner Notes' [1962] in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 4. 
89 One very explicit and well-known example is found in Heinz-Klaus Metzger's interview. 
Heinz-Klaus Metzger, 'Prolog: Uber Jiddishkeit' in Morton Feldman Essays Ed. Walter 
Zimmermann (Kerpen: Beginner Press, 1985) 7. 
90 Mark Rothko, 'The Romantics Were Prompted' [1947/48] in Reading Abstract Expressionism: 
Context and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 
2005) 141. 
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I would suggest, however, that Feldman's own statements concerning his music, 
while often admittedly oblique, are perhaps more revealing of compositional concepts 
and methods than superficial examination suggests. We urgently need to re-examine 
Feldman's words as much as his music-he may have been all along telling us what 
was going on, but perhaps we haven't always been listening/reading in quite the right 
ways. The quotation given above, for example, tells us a great deal about the 
mechanics of Feldman's position-taking in the field as it operated in 1950, and the 
positioning of Feldman's work at this time in relation to other agents in his immediate 
vicinity (Babbitt, Wolpe and Cage). 
Having said that, it is of course clear that on some occasions, and perhaps in answer 
to certain lines of questioning, Feldman could be purposefully uninformative. 
Furthermore, in the available interviews it is surprisingly rare that Feldman was asked 
specific technical or procedural questions regarding composition (the interview 
conducted by Cole Gagne and Tracy Caras in 1980 is a notable exception).91 We should 
not underestimate the extent to which the interviewers, as powerful mediators of 
Feldman's voice, have influenced our posthumous reading of his statements. 
vii 
The methodology of this dissertation rests upon three principles: 
• an emphasis of the particular over the general, and of working from the 
particular to the general. 
• the inter-linking of what might conventionally be understood as formal and 
contextual analyses 
• the prioritising of primary sources 
Each of the three central chapters discusses first the source materials, proceeds to 
analysis of the musical texts, and in the final sections widens the scope to address 
larger themes in the light of the analysis. My analysis is based upon all available 
primary source materials for these works, seeking to understand the significant 
91 Cole Gagne and Tracy Caras, 'Sound pieces Interview' in Morton Feldman Says: Selected 
Interviews and Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 2006) 87-96. 
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structures of each work and, where possible, to trace some of the evidence for 
Feldman's decision-making in the process of revision. 
Rather than imposing an established analytical system on the material evidence, I 
began by making notes of the most obviously salient, elemental features of each work, 
its defining characteristics as I observed them through reading, playing and listening. 
From this analytic surface, I worked deeper into the finer details of each work, bearing 
in mind as much as possible the possible ramifications of all the available source 
materials. I made constant reference to the associated annotations in Feldman's 
sketchbooks, many of which (initially cryptic) became clarified in their meaning as the 
analysis progressed. The analysis, while in some senses empirical, is nonetheless 
consciously a personal hearing of the works, and in this sense performative. While 
much of the discussion centres upon the notated evidences, the analysis is always 
intended to be heard, and in the end result the conclusions are drawn from this 
personal hearing of the works, informed by close examination of available source 
materials. Hanninen has argued an attitude to analysis that is broadly similar to my 
own: 
Feldman's music resists analysis (what music doesn't?), but it does not defy 
analysis. To insist that it does, intrinsically, is to make two mistakes: to assume that 
the current repertory of tools and methodologies are all we have; and to relegate 
analysis to a study of notes, overlooking the gap between notes and sounds and all 
it might contain. Analysis is an inquiry into musical experience; the inspiration for 
analysis is curiosity. What is it about Feldman's music? If we can hear it, can we 
find ways to 'think it'?92 
My framing of the argument in first-person terms is an acknowledgement, and a 
reminder, of the essential subjectivity of even the most rigorous analytical reading and 
hearing. These are indeed 'analytical fictions' to borrow Marion Guck' s famous 
phrase,93 and inherently pluralistic (in the sense of Deleuze and Guattari's observation 
that 'the two of us wrote Anti-Oedipus together. Since each of us was several, there was 
already quite a crowd').94 
92 Dora Hanninen, 'Feldman, Analysis, Experience' in Twentieth-Century Music 1/2 (2004) 249-
250. 
93 Marion Guck, 'Analytical Fictions' in Music Theory Spectrum, 16/2 (Autumn 1994) 217-230. 
94 Gilles Deleuze and Felix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia [1980] 
Tr. Brian Massumi (London and New York: Continuum, 2004) 3. 
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This dissertation is not a historiographic study, and neither is it an analysis of 
reception, although aspects of both are implicitly component parts of the contextual 
analysis. As already noted, this dissertation emphasises an analytical approach which 
is, in conventional terminology, both formal and contextual. In part, this serves as a 
way of working around the ideological debates concerning formal analysis which have, 
over the past few decades, periodically paralysed musicology in the wider sphere. In 
the absence of 'the work' as a concrete object, the range of evidences for the work's 
existence and its distinctive (or otherwise) properties may be comfortably considered 
to extend far beyond the score. Study of extra-musical materials (letters, for example) 
might form part of the analysis of the work itself. Similarly, to extend this further, a 
close study of the socio-economic situation in New York of 1952 is perhaps as much an 
analysis of Intermission 5 as a close reading of the scores. The crucial work for the 
analyst, then, is in drawing the connections and illuminating 'rhizomatic' homologies. 
The aims of this dissertation, while carried out within the context of the analytical 
model outlined above, are relatively modest. However, the analysis presented here, 
and the conclusions drawn, should be understood to rest within the space of such 
broader discussion. It is helpful, once agai:o., to think of this broad model of analysis in 
terms drawn from Pierre Bourdieu. Through his models of complex, nested and 
interconnected structures (of works and fields) we may conceive of elaborate 
homologies between all the elements. If the structure of a work is in part homologous 
to the structure of the musical field, which in turn has structural homologies with other 
fields, we may draw direct and indirect analytical connections on many levels. Echoing 
Bourdieu, I must suggest that this should not be understood as a mechanistic model, 
but rather one which is essentially fluid.95 The structures of the fields are in constant 
flux, changing in response both to outside influence and to the actions of those 
operating within. Thus, while the space of action available for a composer like Feldman 
is defined by the existing structure of the field at any given moment, his actions as 
composer within the defined space also restructure the field. 
Under this model, it may be understood that what I have hitherto referred to as 
95 Pierre Bourdieu, 'The Field of Cultural Production, or: The Economic World Reversed' 
[1983] in The Field Of Cultural Production: Essays on Art and Literature Ed. Randal Johnson 
(Columbia University Press: 1993) 65. 
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formal and contextual analyses, in the conventional sense, are to my mind one and the 
same. Wherever I have used these terms formal and contextual, they should be 
understood in this sense of a unified view. Similarly, I always use the term analysis in 
the broadest sense which incorporates both aspects of the formal and contextual in 
conventional understanding. The model outlined briefly above, derived from 
Bourdieu, offers one useful theoretical framework for bringing these two areas of 
analysis together: that of the internal structures of musical works, and that of the 
historical, social and political contexts.96 
viii 
The three analytical chapters of this dissertation interconnect in many ways, and I have 
presented the main argument in increments. Chapter One uses a study of Intermission 5 
to unravel some of the ways in which Feldman's pitch deployment is organised, and 
the ways in which this is meshed with the organisation of time. Crucial to this is 
Feldman's understanding of the 'chromatic field',97 or twelve-tone aggregate (usually 
unordered, in the serial sense), deployed across a determined space of time. 
The second chapter, built am~md a discussion of Piano Piece 1952, picks up several 
points noted in the previous chapter and develops them further with reference to this 
very different work and its unpublished companion piece. Most importantly, this 
chapter examines Feldman's use of pitch-class repetition within and between 
chromatic fields and the ways in which such repetition, when applied to a pitch-class 
set, may give rise to recognisable motivic figures (albeit part-concealed beneath an 
abstract surface). 
Finally, Chapter Three demonstrates that all the types of structure identified in the 
othertwo analyses may also, rather surprisingly, be found in the flexibly-scored 
96 Bourdieu himself does not deny the importance of formal analysis, while remaining critical 
of a formalism which disallows the sociolQgical. See, for example, Pierre Bourdieu, 
'Principles for a Sociology of Cultural Works' [1986] in Ibid., 189. 
97 This is a term (with obvious connotations of the visual) used by Feldman himself, see for 
example Morton Feldman, 'Toronto Lecture' [1982] in Morton Feldman Says: Selected 
Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen Press, 2006) 144; also 
Morton Feldman, 'The Future of Local Music' [1984] Transcribed by Gerhard Westerrath in 
Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman 
(Cambridge, MA: Exact Change, 2000) 183. 
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Intermission 6. At the same time, I examine here some of the complex tensions between 
Feldman's detailed control of materials at the composition stage, and the particular 
freedoms he sometimes allowed performers. In this study, as with the others, 
examination of the sketch materials and early drafts is vitally important to 
understanding the internal structures of the work. 
On the basis of these analyses, we may identify quite particular kinds of structure, 
pertaining both to the organisation of sound (instrumentation, pitch, register and 
timbre) and time (form, rhythm, meter, duration), which in turn serve as clear evidence 
that there are some clear and consistent underlying principles and aesthetic 
presuppositions informing Feldman's work. Despite the extravagantly varied surfaces 
of Feldman's works of the 1950s, there are certain ideas, elements, and compositional 
procedures which are consistent. 
To some extent, it may be said that one of the aspects of Feldman's work which 
distinguishes it from so many of his contemporaries is that it deals very much with the 
elemental materials of music-or to be more precise, particular elemental materials of 
the music of his time. Some of these elemental aspects as evident in the three works 
discussed here are: the dynamics of loud and soft (binary extremes), of attack and 
decay, of the deployment of the twelve-tone aggregate as an entity in itself rather than 
as the basis of extended development, and similarly, the deployment of subsets of the 
aggregate (such as chromatic tetrachords) as structural motifs. These are of course basic 
materials that we might find in Babbitt, Boulez or Carter (and there is thus a powerful 
under-current of commonality) but Feldman uses them in a distinctive manner 
abstracted from broader conventions of linearity and development, and thus they seem 
to mean something rather different in his music. 
I would like, in conclusion, to return to Christian Wolff's comments on Piano Piece 
1952: 'What is there to say? The music appears to be unanalyzable. I don't see any 
system ( ... )' .98 In this instance, he went on to outline a brief but extremely perceptive 
analysis of Feldman's Piano Piece 1952, taking note of both audible and written 
98 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htmttwolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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structures. Wolff resisted, however, the notion that these structures were consciously 
manipulated by Feldman ('I see no interest as such in pitch class or interval pattern 
organization'),99 yet identified a number of instances of exactly this kind of 
organisation. 
A very interesting process is at work in attempts like Wolff's to analyse Feldman's 
music while theorising that the task is impossible. Feldman's contemporaries and 
associates were indeed curious as to how his music was made (as the very existence of 
Wolff's essay indicates). Yet they also had a personal interest in maintaining Feldman's 
mythologies to some extent (including, perhaps, notions concerning the mystery of art, 
art without technique, an apolitical art, 100 or art without dialectic), in so far as their own 
mythologies might be contingent upon Feldman's (either in parallel or opposition).101 
Or in some cases, to present arguments for their own mythologies of Feldman's music. 
John Cage in particular had a distinctive view of Feldman's work, much reiterated over 
many years, which may have had little at all to do with the reality of how Feldman 
actually worked. In this way we can see that ideas, still commonly encountered today, 
of Feldman's music as indeterminate, or as composed according to some Zen non-
organisation of sound for sound:s-sake, are essentially Cagean notions. While perhaps 
not altogether false, such interpretations of Feldman's work should be appropriated 
with caution. The views of Cage and Wolff are perhaps most safely understood as 
ideological, rather than analytical, interpretations of Feldman's work. 
Feldman's several written attacks on systems-based music centre on the idea that 
the conceptual system too often became what was heard, rather than the physical 
sounds: 'If one hears what one composes-by that I mean not just paper music-how 
can one not be seduced by the sensuality ofthe musical sound?'.102 He often presented 
99 Ibid. 
100 For a brief discussion in relation to visual arts of the post-war period, see Pam Meecham & 
Julie Sheldon, Modern Art: A Critical Introduction [second edition] (Routledge, 2005) 187-
188. 
101 The ongoing deconstruction and analysis of this network of mythologies is an important 
part of current work on this period. See, for example, Mythos Cage Ed. Claus-Steffen 
Mahnkopf (Hofheim: Wolke Verlag, 1999) and Horst Bredekamp, 'John Cage and the 
Principle of Chance' in Music and the Aesthetics of Modernity Ed. Karol Berger and Anthony 
Newcomb (Cambridge, Mass.: Harvard University Press, 2005) 99-107. 
102 Morton Feldman, 'Sound, Noise, Varese, Boulez' in Give My Regards to Eighth Street: 
Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 
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his arguments on the subject in a historical context, as Peter Dickinson reported in an 
interview-based article from 1966: 
Feldman feels that Boulez ends a long tradition of composers whose main 
interest is in how the music is made. He deplored the so-called attitude of progress 
and the obsession with systems and justifications. For Feldman the work of Varese 
provided an answer. In Ionisation (1931) the music seems to be writing itself, 
walking a tightrope, and above all the composer is interested in how it sounds.( ... ) 
The past is overwhelming and Feldman's own reaction has been to refine or reject 
those elements which do not correspond to his own vision.103 
From the perspective of the 21st century, this is a complex and confusing argument, 
particularly in the suggestion of Feldman's relationship with pasts both actual and 
imagined. If, as Feldman suggests (via Dickinson), Boulez ends a long line of tradition, 
who were his predecessors in that lineage? While Feldman held Boulez's teacher and 
mentor Messiaen in low regard, Feldman and Boulez did share several ancestors in 
their imagined musical genealogies: Debussy and Webern most importantly.104 
The idea that process might be of paramount importance ('the obsession with 
systems and and justifications') has certainly lived on in many interesting ways-
Boulez may hardly be said to be the end of it. In the post-modern world process was 
frequently privileged over outcome in music and art, an attitude that belongs to a 
tradition of thought to which Cage was an influential contributor.105 In contrast, the 
notion that a composer's systems and processes should be concealed to some degree is 
an old one: there have been many composers who have concealed or destroyed their 
sketch material to enact this kind of aesthetic position.106 Feldman claimed on one 
2000) 1. 
103 Peter Dickinson, 'Feldman Explains Himself During His First Visit to Europe in 1966' in 
Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: 
Hyphen Press, 2006) 20. 
104 References to Debussy and Webern in Feldman's writing, interviews and lectures are too 
numerous to discuss here in detail. For an early expression of Feldman's contempt for 
Messiaen, see Morton Feldman, 'Mr. Schuller's History Lesson' [1963] in Give My Regards to 
Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: 
Exact Change, 2000) 10. 
105 For one discussion, see Kristine Stiles, 'Performance' in Critical Terms for Arts Theory Ed. 
Robert Nelson and Richard Shiff (Chicago and London: The University of Chicago Press, 
2003), 85. See also John Cage, 'Composition as Process' [three lectures given at Darmstadt, 
1958] in Silence: Lectures and Writings by John Cage (Wesleyan University Press, 1961) 18-56. 
106 For a discussion of this aspect of Debussy's working practice, see Roy Howat, Debussy in 
Proportion: A Musical Analysis (Cambridge University Press, 1983) 6. 
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occasion, (rather disingenuously) that he did not 'keep' sketches.107 
Is it perhaps possible that Feldman's concern was not so much with systems in 
themselves but with explicit systems? That he wanted us to hear the sounds rather than 
the mechanism of composition? Let it be noted that this does not mean that he was 
claiming to compose without any systems/processes, simply that he held an aesthetic 
position, part of a long-standing tradition, within which it was considered bad 
manners (and perhaps also bad business) to flaunt one's systems. Yet, Feldman himself 
admitted, 'For the composer the truth is always the process, the system'.108 No doubt 
the apparent ambiguity of Feldman's music stems, in part, from this aesthetic position 
of the concealed system, akin to that aspect of early 1950s New York painting that 
Harold Rosenberg described as 'a discipline of vagueness' .109 In 1982 Feldman wrote, 
Composers, of course, do not use light, but sound, which historically is fixed 
into systems of sorts, which adhere to varying degrees of predictability or 
adventurous relationships.110 
Here, it is not only the 'system of sorts' which is crucial, but the 'varying degrees of 
predictability or adventurous relationships'. In this polarity lies the very essence of the 
technical and aesthetic ambiguity that is so characteristic of Feldman's work-and of 
its inbuilt, deep tensions. Additionally, while the structure and method of Feldman's 
composition is unconventional, it is not isolated from the work of other composers 
(even as diverse as Pierre Boulez and Elmer Bernstein),111 nor was it produced in 
isolation from other arts (in particular the visual art of abstract expressionism). If, 
through close reading of Feldman's work, we may identify certain characteristic 
structures, procedures, and methods then it becomes possible to understand the work 
more deeply than has hitherto been possiblg. We may then move beyond generalist 
107 Morton Feldman, 'Darmstadt Lecture' [1984] in Morton Feldman Says: Selected Interviews and 
Lectures 1964-1987. Ed Chris Villars (London: Hyphen Press, 2006) 202. 
108 Morton Feldman, 'Conversations Without Stravinsky' [1967] in Give My Regards to Eighth 
Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 55. 
109 Harold Rosenberg, 'The American Action Painters' in Reading Abstract Expressionism: 
Context and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 
2005) 194. 
110 Morton Feldman, 'More Light' [1982] in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 150. 
111 The latter was a student of Wolpe. 
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discussion and begin to examine in more detail the internal discourses of the works 
themselves, the trajectory of Feldman's work over time, and also make more direct and 
meaningful connections to the work of other composers and artists (in effect, to begin 
to knit Feldman's work into the contemporary world of music, art, aesthetics, society 
and politics). This is a project with two-way benefits: not only do we begin to 
understand Feldman better, but the very specificity of this will inform our 
understanding of the wider culture and society he inhabited. 
45 
Chapter Two 
'to create music as if on a canvas': 1 Intermission 5 (1952) 
Between 1950 and 1953, Feldman composed a series of six short piano pieces titled 
Intermissions. They are explicitly expressive of a state of in-between-ness and, more 
than this, they are indicative of Feldman's understanding of the relation between music 
composition and ordinary life: 
Intermission means between; I wrote a number of them as a part of living, that 
is, I did many other things during the day than just writing music. The writing of 
one of them never took more than two hours. 2 
There is a sense in Feldman's words of musical composition being apart, rather than 
simply 'a part', and this hints at the natural tensions between his pursuit of a career as 
a composer, the reality of dependency upon a job in the family business, and the 
pressures or distractions of family life. Feldman was at this time, and indeed until in 
his mid-forties, working in the family business for a living.3 At this time, musical 
composition was an intermission with respect to his everyday life, as the hearing of it is 
for an audience. This is a curious reversal of the conventional meaning of an 
intermission-the interval of time when the audience takes a break from an artistic 
performance. 
There is evidence in Feldman's sketchbook annotations that he felt the pressures of 
family and business were a hindrance to his composition despite the associated 
material comforts; only two pages after the .original sketch of Intermission 5, he wrote of 
'( ... )the two basic inertias that I am aware of intensely: family obligation and outside 
1 From a Feldman sketchbook of the early 1950s. Basel, Paul Sacher Stiftung [Sammlung 
Morton Feldman]. 
2 Quoted in program note for a recital given by David Tudor at the University of Illinois on 
22 March 1953. Tudor opened his recital with Feldman's Extensions 3 and Intermission 5. Los 
Angeles, The Getty Research Institute, [David Tudor Papers]; also at http://www.cnvill.net/ 
mftitles.htm (accessed 20 Sept 2007). 
3 In the absence of a Feldman biography, Claren's chronology remains the most useful 
reference. Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 523. 
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authority'.4 The issue of family and business in relation to Feldman's composition work 
is a complicated area. While it is clear that in some respects he resented the impositions 
of family and work (to some extent the same thing for Feldman, working in a family 
business), these very impositions provided an income unrelated to his artistic work. To 
some extent, this income made him a relatively autonomous artist in the sense that it 
was not essential for his work to be commercially marketable.5 On the other hand, we 
might wonder what price was paid, aesthetically, for this reliance upon classically 
bourgeois economic and social support. 
To question how exactly this tension between social and economic obligation and 
Feldman's composition work may be reflected in his music is complex and 
problematic, if we are to avoid reductionism. Or, to express this in Bourdieu' s terms, 
how might we analyse the tension of structural homology between Feldman's musical 
production and the economic field? At a superficial level, it seems that we should not 
read too much passivity into Feldman's work. For Feldman, music like art was always 
a site of action, a space where 'lines of becoming'6 might be drawn and struggled with, 
always imbued with anxiety and tension. This was clearly conceptualised in opposition 
to his perceived 'inertia' of the workaday world: 'The artist works to bring everything 
"about", but outside my window if it were not for a musical mind everything seems 
static, fixed, petrified.'7 In Feldman's mind, the artist or composer works to make 
things actively alive, in contrast to the petrified inertia of the outside world. It is likely 
that Feldman's public hostility toward audiences in the 1950s stemmed in part from 
this fundamental attitude.8 This was to some extent characteristic of the art world of 
New York in the 1950s, as Pam Meecham and Julie Sheldon have described, 
The post-war period saw a rise in what was termed the 'first-person aesthetic', 
4 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
5 Bourdieu has suggested that even for the most autonomous of artists there are consumers, 
but that in this case the consumers tend to be also competitors in the same field. Pierre 
Bourdieu, 'Field of Power, Literary Field and Habitus' [1986] in The Field Of Cultural 
Production: Essays on Art and Literature Ed. Randal Johnson (Columbia University Press: 
1993) 169. 
6 This phrase of Feldman's is associated with early versions of Intermission 6 (see Chapter 4). 
7 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. (c. 1952-3, associated with 
sketches for Extensions 4.) 
8 Dore Ashton, 'Stefan Wolpe- Man of Temperament' in On the Music of Stefan Wolpe: Essays 
and Recollections Ed. Austin Clarkson (Hillsdale, NY: Pendragon Press, 2003) 98. 
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which went in tandem with a rejection of advocacy for social causes and even for a 
socially relevant art. The former social crusader somewhat abruptly took on the 
mantle of outsider. The reasons for the shift away from the artist-citizen to the 
artist as alienated outsider in opposition to mainstream values (among whom 
Jackson Pollock was archetypal) can be traced to the increasing dominance of a 
formalist aesthetic and post-war monetary and political values.9 
The problem of the outside world as opposed to the inner world of the artist 
haunted Feldman for many years (and perhaps for his entire career). He raised the 
issue in dialogue with Cage in their radio conversations of the late 1960s, speaking of 
the role he imagined for himself as 'The old-fashioned role of the artist-deep in 
thought'.10 This deep thought was constantly under threat, it seems, from the outside 
world, exemplified in this conversation by transistor radios at the beach, 'blaring out 
rock'n'roll'.11 Interestingly, in this recorded conversation, one has the sense that Cage 
understood exactly the psychological difficulty that Feldman was talking about but 
that he had found ways to rationalise the absorption of the outside world into his life 
as a composer. Having composed a piece for twelve radios, Cage observed 'Now 
whenever I hear radios-even a single one not just twelve at a time, as you must have 
heard on the beach, at least-I think, "Well, they're just playing my piece'".12 It is a 
joke, of course, but a serious one,, and we are left with a sense of the deep aesthetic 
difference between the two composers. For Feldman, establishing a dividing boundary 
between his work as an artist and everything else seems to have been a necessary 
function of his creative process. The state of in-between-ness with which the 
Intermissions are concerned was for Feldman not passive but active, and perhaps even 
confrontational.13 This perspective, or artistic-political stance, was still evident as late as 
1983, when Feldman joked 'I think of the whole world as my mother-in-law. I really 
do.114 
9 Pam Meecham & Julie Sheldon, Modern Art: A Critical Introduction [second edition] (London 
and New York: Routledge, 2005) 174. 
10 John Cage and Morton Feldman, Radio Happenings: Conversations-Gespriiche Tr. Gisela 
Gronemeyer (Koln: MusikTexte, 1993) 17. 
11 Ibid., 11. 
12 Ibid., 11-12. 
13 In this sense, one might argue that Intermission 5 was composed as an opposition to the 
external, conventional world, and part of a tradition of such critique extending back 
through early twentieth-century modernism to the individualist romanticism of the 
nineteenth century. 
14 Morton Feldman, 'Johannesburg Lecture 2: Feldman on Feldman' Transcribed by Rudiger 
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ii 
The exact dating of Intermission 5, as with much of Feldman's work of the 1950s, is 
somewhat problematic.15 On the basis of available evidence, we may conjecture that the 
work might have been composed at any time between the summer of 1951and10 
February 1952.16 
Intermissions 4 and 5 may have been produced in relatively close succession, 
between the later part of 1951 and the first weeks of 1952 (in addition to the 
documentary evidence, they share certain musical materials). These two pieces were 
first performed by David Tudor, together with Intermission 3, on 10 February 1952,17 
and the neat copy of an early version of Intermission 5 in the Tudor papers probably 
dates from this time.18 The Intermission pieces, and perhaps Intermission 5 in particular, 
quickly became a significant part of Tudor's recital repertoire.19 
The Intermission pieces were not published until the early 1960s (Feldman signed a 
contract with Edition Peters, New York, in February 1962).20 At some point in the 
Meyer in Morton Feldman Says: Selected Interviews and Lectures 1964-1987 Ed. Chris Villars 
(London: Hyphen Press, 2006) 176. 
15 The work is conventionally dated to 1952,,although there is no primary evidence for this 
beyond the fact that it was performed by David Tudor on 10February1952. Similarly, the 
manuscripts for Intermissions 3 and 4 are undated; Intermission 3, however was performed as 
early as July 1951, while Intermission 4 first appeared together with Intermission 5 in 
February 1952. Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 550, 
553. 
16 The ordering of material in the sketchbooks does not help to clarify matters: the program 
for the 10 February 1952 concert is pasted in to the sketchbook several pages before the 
sketch for Intermission 5. The sketchbook contains material dating from 1951 through to 
1953, in a confused ordering which seems not to be chronological. Intermission 5 is 
immediately preceded by material from Extensions 4, and followed by an early version of 
Intermission 6. Several subsequent pages of annotation2 are dated to January and March of 
1952. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman] 
17 Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 553; see also Volker 
Straebel, 'Notes on the Edition' in Morton Feldman: Solo Piano Works 1950-64 Ed. Volker 
Straebel (New York, London, Frankfurt, Leipzig: Edition Peters, 2000) 59 [unnumbered]. 
18 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 9, 24. An 
early copy of the sketch at a stage before some of the revisions were made. No tempo 
marking. 
19 Claren mentions several performances of the Intermission pieces (either as a set numbered 
1-5, or in smaller groups) during the early 1950s. However, there are many gaps in our 
knowledge of the performance of Feldman's works at this period, and the secondary 
sources do not always agree. Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 
2000) 525-530. 
20 Ibid., 532. Bourdieu has noted that the'( ... ) time-lag between supply and demand tends to 
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process of preparing the works for publication, Feldman decided to omit Intermissions 
3 and 4 from the published series, but retained the original numbering. The published 
series then, consists of Intermissions 1 and 2 published as a pair, and Intermissions 5 and 
6 published separately. 
There are five written sources for Intermission 5: 
a) The autograph manuscript sketch, held by the Paul Sacher Stiftung, Basel 
(undated).21 
b) Another manuscript, David Tudor's performing score, is held by the David 
Tudor Archives, The Getty Centre for the History of Art and Humanities, Los 
Angeles (undated).22 
c) The original autograph master-copy (ink on vellum) made for the Peters 
edition of 1962. Now held by the Music Library, University at Buffalo, The State 
University of New York (dated: 1952).23 
d) The first published edition, a holograph reproduction of c). Edition Peters, 
1962.24 
e) A second published edition, based upon c), computer-typeset with minor 
corrections and new errors. 25 
None of these scores is exactly alike, and even the most recent computer typeset 
edition cannot be considered authoritative or comprehensive. The original sketch is full 
of interesting details which provide small clues to Feldman's working procedure. We 
should not necessarily assume, however, that this was the first sketch; the extant 
become a structural characteristic of the restricted field of production( ... )'. Pierre Bourdieu, 
'Field of Power, Literary Field and Habitus'l1986] in The Field Of Cultural Production: Essays 
on Art and Literature Ed. Randal Johnson (Columbia University Press: 1993) 169. 
21 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman] The sketch shows considerable 
evidence of reworking of pitch, enharmonic spellings and dynamics. There is no temp<? 
marking. 
22 Los Angeles, The Getty Research Institute,[David Tudor Papers] 980039, Box 9, 24. 
23 Buffalo, Music Library, University at Buffalo, The State University of New York [C. F. 
Peters Collection of Morton Feldman Manuscripts, 1961-1969] Mus. Arc. 2.4, Box 2, 41. 
24 Morton Feldman, Intermission 5. (New York: Edition Peters, 1962). 
25 Morton Feldman, Intermission 5 in Solo Piano Works 1950-64 Ed. Volker Straebel (New York, 
London, Frankfurt, Leipzig: Edition Peters, 2000) 3-4. All earlier sources give the top note 
of the opening chord as F#/G~, not G; the loud chord in m. 23 is also incorrect-F4 should 
read F#4. 
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autograph may have been worked out in earlier sketches now lost or destroyed, or 
otherwise derived from pre-compositional material. This possibility is supported by 
the observation that Intermissions 4 and 5 have several distinct structures in common, 
suggesting that both works were derived from similar or related material. 
The various sketch materials and manuscripts are important for a study of 
Intermission 5, chiefly in so far as they show evidence of a certain amount of reworking 
of the material in several stages. The Tudor copy represents a version of the piece 
derived from the earliest form of the extant sketch, while the sketch itself was 
subsequently reworked-either after the first performances or immediately prior to 
publication (or perhaps both). Feldman, who famously claimed in response to 
Stockhausen's questioning, that he did not push his material around 'even a little bit',26 
is here caught in the act of making revisions of several kinds: to pitch-content, rhythm, 
dynamic, and tempo. 
To my knowledge, no recording of Intermission 5 was ever released on LP record, 
but at the time of writing the work has appeared on six commercially-released compact 
discs, the first in 1990.27 We might reflect upon the fact that the first commercial 
recording of Intermission 5 was released a full thirty-eight years after the work was 
composed; it is likely that this reveals a changing perspective on Feldman's early work 
in the years following his death in 1987. Of the thirty-five Feldman works issued on LP 
record, there is a preponderance of graphic scores; in fact, the early 1950s period was 
represented almost entirely by graphic scores. None of the Intermission series was 
commercially issued.28 In part, this reflects the fact that it was the (supposedly 
indeterminate) graphic scores which had caught the imagination of the various media 
agents seeking to market Feldman's music during this period. One such mediating 
26 Morton Feldman, 'Crippled Symmetry' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 143. 
The story has also been told elsewhere-see for example Morton Feldman, 'Johannesburg 
Lecture 2: Feldman on Feldman' Transcribed by Rudiger Meyer in Morton Feldman Says: 
Selected Interviews and Lectures 1964-1987 Ed. Chris Villars (London: Hyphen Press, 2006) 
176. 
27 Sebastian Claren, in Neither: Die Musik Morton Feldmans. (Wolke, 2000) 605. For a regularly 
updated discography, see Chris Villars, Morton Feldman: Discography. 
http:Uwww.cnvill.net/mfdiscog.htm (accessed 7 November 2007). 
28 Chris Villars, Morton Feldman: Discography. http:ijwww.cnvill.net/mfdiscog.htm (accessed 7 
November 2007). 
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agent was John Cage-who seems, on the evidence of his published lectures of the 
1950s to have had little interest in Feldman's conventionally-notated works despite the 
fact that ultimately these formed the greater part of Feldman's output. 
Crucially important among recent compact disc releases are two recordings of the 
piece on a disc issued by Berlin label Edition RZ in 1994. This disc is made up of 
previously unreleased recordings made for German radio between 1956 and 1979, and 
includes performances of Intermission 5 by both David Tudor and Feldman himself.29 
On the one hand, there can be no doubt that these are valuable primary source 
recordings. At the same time, close examination of them quickly demonstrates the 
difficulties and problems associated with recorded performance as musicological 
source material. The earlier of the two recordings, made by Tudor in 1956,3° displays all 
the flair and vitality that was characteristic of Tudor's playing. For those of us 
accustomed to hearing the published version of the work (which, unlike Tudor's early 
version,31 is marked 'Slow'), Tudor performs in a surprisingly brisk manner, and there 
are a few places where one senses an impatience with the long measured silences as he 
cuts them slightly short. 
One of the difficulties of asse~sing a recorded performance is that there may be a 
high degree of uncertainty regarding the circumstances of the recording, and the effect 
they may or may not have had upon the realisation of the work. In effect, we are 
dealing with a source which has been mediated not only by the performer and his or 
her instrument but also the technology and circumstances of the recorded 
performance, not to mention the interventions of technicians, engineers and editors-
all of which may be difficult or even impossible to document. In this particular 
recording, there are several specific deviations from the published score which are 
worthy of notice: 
1) In measure 3, Tudor plays a pair of demi-semiquavers (32nd notes) rather 
than semiquavers (16ths): evidence that he was playing from the early copy 
preserved in his papers rather than one more closely related to the published 
29 Morton Feldman. CD (Berlin: Edition RZ 1010, 1994) 
30 For Norddeutscher Rundfunk. See sleeve notes, Morton Feldman. CD (Berlin: Edition RZ 
1010, 1994). 
31 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 9, 24. 
52 
version. 
2) In measure 24, Tudor follows the left hand El with an F#l, while omitting 
the grace-notes in the right hand at the end of the measure (Fig. 1). This variant 
is not notated in any of the extant scores, and may perhaps be considered an 
error.32 
instead of PPP 
8i:h ____ J 
Figure 1: Feldman, Intermission 5, m. 24. David 
Tudor's 'wrong' note, as recorded and as written. 
Copyright© by C. F. Peters Corporation. All rights 
reserved. Used by permission. 
3) In the final eighteen measures, Tudor consistently plays the two-measure 
repeated motif as though it were in 5/8 time rather than the notated 3/8 + 3/8 
(Fig. 2).33 
8Va 8Va 
I Tudor played: I I Feldman's notation: I ~)\ 
r. 
-
-
-
{ v • u #!: ~ 
J -l--
Figure 2: Feldman, Intermission 5, mm. 55-72. Tudor's rhythmic variant, (the motif repeated 
nine times). Copyright© by C. F. Peters Corporation. All rights reserved. Used by 
permission. 
32 Examination of the Tudor copy suggests that in performance he may have misread an H 
belonging to the treble of the next system as belonging to the measure above; the systems 
are notated without spaces between (a common practice of Feldman's), and notes on 
ledger-lines do encroach upon neighbouring systems at several points. 
33 In addition, Tudor plays the repetition motif only eight times instead of nine-most likely 
another mistake. 
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There is no specific evidence for this rhythmic variant in any of the scores. It may be 
noted, however, that the early manuscripts (including Tudor's copy) do not have rests 
written out in full. Thus, the final grace note of the motif appears at the beginning of a 
bar empty even of rests, perhaps indirectly or even unintentionally suggesting that the 
full duration of the measure need not be observed. 
Feldman's performance of Intermission 5, recorded in 1978,34 has at least as great a 
dynamic range as Tudor's (the !ff chords are extremely loud and ppp sometimes 
actually inaudible) but proceeds at a much slower pace. In general, the timing is more 
relaxed throughout, with a certain sense of unhurried flexibility which contrasts 
markedly with the rather hurried-along Tudor performance. Once again, I note two 
distinct deviations from the score as published: 
1) Feldman makes a cut from m. 16 tom. 22. 
2) Like Tudor, he plays the closing section in 5/8 instead of 3/8 + 3/8 (Fig. 2). 
The cut is rather alarming in terms of its implications for analysis of the work. Not 
only does it significantly alter the formal time-structure of this relatively short work, 
but it also interferes with the pitch content of the work at a crucial point, as we shall 
see. There are several possible explanations: 
1. It may have been a mistake, possibly caused by skipping from one system to 
the next inadvertently (in the published scores, m. 16 is directly above m. 22). 
2. It may have been an overly drastic tape edit (though none is definitively 
audible), perhaps to remove extraneous noise (there is minor traffic noise 
elsewhere in the recording). 
3. It may be a deliberate change made to the work subsequent to publication. 
Of these, the first and second would be the most convenient explanations, while 
serious consideration of the third certainly gives rise to the most difficulties. Unless 
further evidence comes to light (another manuscript with this cut indicated, for 
example), it is reasonable to assume that this strange deviation was either accidental or 
related to some problem with the recording itself. As we shall see, analysis of the work 
34 For Deutschlandfunk. See sleeve notes, Morton Feldman. CD (Berlin: Edition RZ 1010, 1994). 
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demonstrates that this cut destroys several important compositional structures, 
suggesting that it was most likely an unfortunate accident. 
In contrast, the evidence of both Tudor and Feldman performing Intermission 5 (in 
1956 and 1978 respectively) with the timing of the last section purposefully and 
consistently altered in exactly the same way, may not be so conveniently dismissed. 
While it is difficult to explain with any certainty why they both played in this way, or 
why the timing is not reflected in the published score, it seems that we must view this 
as a valid 'reading' of the closing section of the work. This is one instance, I would 
argue, where the primary-source recordings do actually add a new element to our 
understanding of the work, and any future edition of Intermission 5 should offer this 
variant if it is to claim to represent the work accurately. As is so often the case with the 
examination of multiple sources for musical works, such a study tends to elucidate by 
increasing the richness and complexity of our understanding. 
The un-notated rhythmic variant raises questions about performance practice, 
especially concerning Feldman's understanding of rhythm, and the manner in which 
he expected a performer to interpret his notations. This is an important aspect of 
Feldman's music which has yet to receive the detailed attention it requires. In terms of 
the proportional partitioning of the time-duration of the work discussed in this chapter 
below, this rhythmic variant seems to cause problems: after all, the omission of one 
quaver from every second measure over eighteen measures amounts to a substantial 
alteration of the overall time-canvas. Without pre-empting the analytical discussion to 
follow, let me here observe that it seems likely that Feldman's principal unit of time-
measurement was the measure itself as notated (comparable in this sense to the square 
of Feldman's grid-based graphic scores), and that precise placement within the bar was 
a secondary consideration in the early stages of composition. In this way we may 
appreciate that the variation of rhythm in the closing section is a kind of performed 
rubato, operating at a different level of organisation to the macro-structure of an 
eighteen-measure partition of the overall seventy-two measure 'on paper' duration of 
the work. Similarly, the fermata in m. 2 appears in the published scores, but is not 
present in any of the earlier manuscripts. Clearly, it was not a factor in the composition 
process, but added later as a performance-related embellishment of the local time-
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structure. 
In terms of text material, as has been noted in Chapter One, relatively little survives 
in Feldman's own words from the 1950s. Sebastian Claren lists only six small texts 
which may be dated to the 1950s period,35 and none of these concerns Intermission 5 
specifically-indeed, I find no reference to the work by name in any of Feldman's 
surviving written or spoken texts. 
While passing references to the work are to be found in the secondary literature, 
there is no detailed published analysis of Intermission 5. The most significant (albeit 
brief) discussion of the work published to date is contained in Gianmario Borio's 1996 
essay .36 Here, Borio made an important breakthrough for the study of Feldman's music 
by demonstrating that there is an underlying mathematical structure to Intermission 5, 
and illustrating this with a complex analytical model (Fig. 10). My interpretation of the 
structures-and the relationships between them-differs somewhat from Borio's 
analysis. His work does, however, represent a precedent for my aims in this chapter: to 
demonstrate that in Intermission 5 Feldman was intelligently manipulating the 
deployment of his musical material (rather than applying a purely chance-driven or 
intuitive procedure), and to show some of the ways in which this is most clearly 
evident. 
••• Ill 
Rausch, Borio and Claren have identified several features of Intermission 5 which have 
obvious significance, namely, the use of cluster-like chords, the extreme dynamic range 
(jff-ppp), the instruction to hold both pedals down throughout, and the repeated motif 
which brings the work to a close.37 
35 Sebastian Claren, 'Verzeichnis der Schriften, Vortrage und Gesprache Feldmans' in Neither: 
Die Musik Morton Feldmans. (Wolke, 2000) 577-78. 
36 Gianmario Borio, 'Morton Feldman e l'Espressionismo astratto: La costruzione di tempo e 
suono nelle miniature pianistiche degli anni Cinquanta e Sessanta' in Itinerari della musica 
americana (Lucca: Una Cosa Rara, 1996) 119-134. 
37 Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 61, 187; Ulrike Rausch, 
Grenzgange: Musik und Bildende Kunst im New York der 50er Jahre. (Saarbriicken: Pfau-Verlag, 
1999) 31-39; Gianmario Borio, 'Morton Feldman e l'Espressionismo astratto: La costruzione 
di tempo e suono nelle miniature pianistiche degli anni Cinquanta e Sessanta' in Itinerari 
della musica americana (Lucca: Una Cosa Rara, 1996) 119-134. 
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Among Feldman's works of the early 1950s are some that are entirely quiet, others 
that demand highly contrasted dynamics, and some in which dynamic decisions are 
left entirely to the performer. In this context, we may observe that Intermission S's 
published dynamic range from ff! to ppp is at the extreme range of Feldman's dynamic 
contrasts (in the sketch and the Tudor manuscript this was originally only f to p, but 
expanded later on the sketch itself and in the published version). Other instances of 
notated dynamic contrasts (not uncommon in Feldman's work of this period) are to be 
found, for example, in Intermission 4, Extensions 1, dating from November 1951 and 
Extensions 3, composed shortly after Intermission 5 in 1952.38 In these cases, as with 
Intermission 5, the loud events tend to be isolated chords rather than extended 
passages. The Intersection pieces, on the other hand, leave dynamics to the discretion of 
the performer which, needless to say, most performers have understood to mean not 
entirely quiet. 
The violence of these highly contrasted sound-events suggests that there may be 
more even to Feldman's genuinely quiet music than is often assumed, or indeed that 
we may sometimes be misunderstanding it altogether. In a 1953 letter to David Tudor, 
Feldman wrote of his desire to compose 'music like violently boiling water' .39 Both the 
primary-source evidence and close analysis of the works of the 1950s suggest that he 
was deeply-and actively-involved in the detail of the musical material at all times. 
In Intermission 5, Feldman asks for the damper-release and una corda pedals to be 
held down throughout (in the sketch he quaintly refers to them as 'soft and loud' 
pedals, using a local New York idiom of the period). One further aspect of the pedal 
indication is worth noting: that the combination of una corda pedal and ff! chords makes 
for a subtly particular quality of sound, rather different to the effect of an ff! chord 
played without una corda. Pedal indications are quite rare in Feldman's published 
piano music of the 1950s and 1960s. Such markings were generally omitted even in 
works which do have pedal indications in the sketches or early manuscripts.40 
38 The exact date of Extensions 3 is uncertain, but the work was performed on 2 May 1952. 
Sebastian Claren, in Neither: Die Musik Morton Feldmans. (Wolke, 2000) 553. 
39 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 53, f. 
http://www.getty.edu/research/conducting research/digitized collections/davidtudor/zoo 
m/zoom grl tudor331.html (accessed 5 January 2007). 
40 Compare, for example, the published score of Three Pieces for Piano (1954) with the 
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Holding the right pedal down throughout Intermission 5 serves two functions. 
Firstly, it ensures that there is no silence in the piece (or virtually none-this depends 
to some extent on the instrument and the performance) and that rests in the notated 
score cannot be understood to represent silence. Even in sections where there are 
several consecutive measures without notes, the sounds of those played previously 
continue their entropic journeys. Secondly, the pedal helps to create the shape of the 
piece, amplifying and extending the resonance of the opening.fff chord so that the first 
page of the work emerges from the gradually decaying chromatic field. The work is, in 
this sense, largely structured around the concept of drawing a select set of notes 
gradually out of the chromatic field (ultimately resolving themselves into the 
chromatic tetrachord which makes up the closing repeated motif). It is clear from 
annotations in Feldman's sketchbooks of the early 1950s that he was at this time 
including the decay of sounds in his conceptual model of musical composition: 
'Structure then makes us ask what the basic materials are and what is unnecessary. 
Most important structure teaches us that these basic materials are in a state of complete 
equality. And we also deal with degradations of sound( ... ) immediately as we conceive 
a work ( ... )'.41 
Intermission 5 begins, in the published version, with a very loud fourteen-note chord 
made up of twelve pitch-classes-an entire twelve-tone aggregate unto itself (Fig. 3). 
Curiously, the manuscripts show that Feldman reworked the pitch-content of this 
chord twice. In the original sketch of the opening he notated the chord in cluster-
notation, specifying only the outer notes. In Tudor's copy, only the outer notes are 
indicated, not the cluster, although in the 1956 recording he does in fact play the 
cluster. Subsequently, the sketch shows that Feldman re-notated the two opening 
measures on another system, with the chord spelt out fully. This sketched chord would 
be a full twelve-tone aggregate, except that it is missing the pitch-class G#/Ak In 
copying the work for publication, Feldman corrected this error by changing the right 
hand G~4 to G#4, demonstrating that he was conscious of the aggregate content of the 
manuscript copies. This work certainly deserves a new, properly revised edition. The 
presently available published scores contain a number of serious note errors-some of 
which, for example, cause the sympathetic harmonic resonance of silently held notes to be 
ineffective. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
41 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
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chord and its importance. Most importantly, Feldman's tinkering with the pitch-
content of the chord indicates that the details of pitch material did matter to him, and 
that he was aware of the content and was concerned about its implications.42 Clearly 
dissatisfied with the cluster-notation (which is interesting in itself, given that he was 
occupied with writing graphic scores in the early 1950s which seemingly do not specify 
pitch to even this degree of detail), Feldman felt it necessary to notate the pitches 
making up the chord exactly, and had several attempts at refining them.43 
a) b) c) 
Figure 3: Feldman, Intermission 5 The opening chord as given in a) the original 
sketch, b) the sketch revision, c) the published score of 1962. Copyright© by C. 
F. Peters Corporation. All rights reserved. Used by permission. 
Each of the four very loud chords (Fig. ~) has different pitch-content and pitch-class 
density; I suggest that what we are seeing here is not so much a flirtation with the 
notion of the cluster as a sound-effect, but the working out, in this very sketch, of 
Feldman's later concept of a very controlled use of highly chromatic, cluster-like 
chords. 
42 Note that in this analysis I treat enharmonics as equivalent. Feldman's attitude to 
enharmonic spelling is complex, and the worthwhile subject of another study. Certainly, in 
most works of this period he makes many revisions of_ enharmonic spelling between 
sketches, drafts and neat-copies. 
43 The reader should be warned that the computer-engraved edition of the work published in 
2000 introduces several novel variants which have no basis in the manuscript sources. One 
of these is in the opening chord, where the top note is given as GS instead of Feldman's 
G~S. Musical works, of course, are not static objects, but constantly changing over time, 
much like paintings. The surfaces of many abstract expressionist paintings today are not 
what the original audiences saw in the 1950s, owing to the combined effects of degradation 
and restoration. For a discussion of such conservation problems, see Harry F. Gaugh, Franz 
Kline (New York: Abbeville Press, 1985) 155-162. Present and future pianists using the 2000 
edition of Intermission 5 perform a work containing notes which Feldman did not write; an 
interesting problem for future analysts. Morton Feldman, Intermission 5 in Solo Piano Works 
1950-64 Ed. Volker Straebel (New York, London, Frankfurt, Leipzig: Edition Peters, 2000) 
3-4. 
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Figure 4: Feldman, Intermission 5. The four loud chords 
in the published version of 1962. Copyright© by C. F. 
Peters Corporation. All rights reserved. Used by 
permission. 
This controlled approach to the composition of chords is evident in all of Feldman's 
pitch-notated scores, to the end of his life. In relation to the trajectory of his thinking in 
the period which concerns us here, we should bear in mind that Feldman abandoned 
his experiments with graphic (non-specific pitch) notation after 1953 (although he did 
revive this interest for a period in the 1960s). Even in his graphic scores, however, 
Feldman did not give up control of pitch altogether; rather, he simply loosened the 
parameters of definition. This was clear to Feldman's contemporaries, as demonstrated 
by Wolpe' s mocking criticism, in clear reference to Feldman's graphic notation: 
Some people think that pitch does not matter. It's anyway all the same because 
of pitch. Or they will distinguish only high, middle and low, and that's all the pitch 
there is. But why not declare the whole thing as one body, where high, middle and 
low is one (three as one), and cash in the whole thing?44 
Feldman could never bring himself to 'cash in the whole thing', and so, despite 
experimentation with loosening the parameters of pitch definition, he ultimately 
returned to conventional pitch notation. It seems likely that the lively criticisms of both 
Wolpe and Boulez, with regard to the grap1!!c notation, must have played some part in 
this.45 
More than a decade after composing Intermission 5, Feldman spoke of some of his 
compositional concerns regarding chords versus clusters in the unpublished Four 
44 Stefan Wolpe, 'Thoughts on Pitch and Some Considerations Connected with It' [1952] Ed. 
Austin Clarkson, Perspectives of New Music, 17/2, (1979) 49. [Text of a talk given at Black 
Mountain College, August 1952.] 
45 Pierre Boulez, 'Letter from Pierre Boulez to John Cage: August 1951' in The Boulez-Cage 
Correspondence Ed. Jean-Jacques Nattiez, tr. and ed. Robert Samuels (Cambridge University 
Press, 1993) 103. 
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Lectures: New York Style. Here, discussing Two Pieces for Three Pianos (1965/66), it seems 
he felt that he had crossed a boundary between chords and clusters, and needed to 
rationalise what had been happening in his work up to this point: 
( ... )I found myself using chords of a thickness in density which I only hinted at 
earlier in my music. Before, I got my density in the conventional way-by altering 
the chord. What was unconventional-was that the chords did not follow, here I 
found myself using clusters-that is piling up sounds with the closest interval we 
have on the piano-minor seconds. But if I did this consistently-then it would be 
like this ex.[ample] I just gave about using all the 88 notes at one time instead of 
only 80 of them. In other words-I could then compose in such a way that I 
wouldn't even have to hear it-it would be just an idea-something that we 
legitimize and call conceptual. 
But I did hear something. Something that were neither chords nor were they 
clusters. Something in between. I invented a new term for this. A term that is 
already making the rounds. I called it altered clusters.46 
There is a trajectory of thought leading to this conception of the 'altered cluster' -
from the works of the early 1950s through the Vertical Thoughts series, the elegant (yet 
vertically massive) complexity of Piano Piece (to Philip Guston), and on into the 1970s, 
with the great hovering and colliding sound-masses and planes of Piano (1977).47 The 
opening twelve-tone chord of Intermission 5, otherwise unique in Feldman's 1950s 
music, is not a true cluster, but a controlled chord of particular weight and density-
and a precursor of the 1960s developments discussed in the lecture quoted above. As 
early as 1936, Varese was speaking of these things in terms strikingly similar to 
Feldman's sketchbook annotations: 
When new instruments will allow me to write music as I conceive it, the 
movement of sound-masses, of shifting planes, will be clearly perceived in my 
work, taking the place of the linear counterpoint.48 
Feldman was not very interested in new instruments (with the exception of the 
electric guitar),49 but chords such as those in Intermission 5-carefully chosen from an 
46 Morton Feldman, Four Lectures: New York Style [unpublished manuscript c. 1967/8] Basel, 
Paul Sacher Stiftung [Sammlung Morton Feldman]. 
47 For a thoughtful analysis, incorporating material from interviews with Feldman, see Paula 
Ames, 'Piano (1977)' in The Music of Morton Feldman. Ed. Thomas DeLio (Westport & 
London: Greenwood Press, 1996) 99-143. 
48 Edgard Varese, 'The Liberation of Sound' in Contemporary Composers On Contemporary 
Music. Ed. Elliott Schwartz & Barney Childs (New York: Holt, Rinehart and Winston, 1967) 
197. 
49 The only work which explicitly suggests a contemplated move in the direction of Varese's 
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almost infinite variety of possibilities of pitch-content, voicing, and register-might be 
piled against one other, spaced to regulate the partitioning of the time-canvas, or 
contrasted with single notes or simple intervals; they may be thus perceived to have 
almost painterly properties. As Feldman explained many years later, in significantly 
visual terms, 
But I work very much like a painter, insofar as I'm watching the phenomena 
and I'm thickening and I'm thinning. and I'm working in that way and just 
watching what it needs.50 
It is useful to consider the connections between the four loud chords as a distinct 
plane (counterpoint) in the musical texture, not only because of their highly contrasted 
dynamic but also with regard to pitch content; these chords seem to speak to each 
other in a common tongue, in which they carry out their own structured discourse (in 
part determined by an exchange of black and white notes between the pianist-
com poser's hands): 
m.1 m.9 m.23 m.33 
----# 
---------# 
Figure 5: Feldman, Intermission 5. Registral exchanges between the four loud 
chords. Copyright© by C. F. Peters Corporation. All rights reserved. Used by 
permission. 
These four chords themselves may justifiably be understood as made up of two sub-
domains, each of two chords. The first and third chords operate as 'altered' clusters (to 
use Feldman's term) and have a special relationship in terms of black and white notes 
sonic interests is Marginal Intersection (1951), for an orchestra which includes electrical 
oscillators and magnetic tape recordings. The later Intersection for magnetic tape (1953) is a 
distinctly more abstract score, less concerned with defined sonority than architectural 
design. 
50 Morton Feldman, 'XXX Anecdotes & Drawings' in Morton Feldman Essays. Ed. Walter 
Zimmermann (Kerpen: Beginner Press, 1985) 168. [transcribed by Gerhard Westerrath from 
a seminar given in Frankfurt, 1984. Translated by Hanfried Blume] 
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on the keyboard), whereas the second and fourth are made of semitone dyads. The 
fourth chord is in fact a simple dyad, a single semitone made up of the pitches Dtt and 
E. In addition to being the last of the loud sound-events, this is the last appearance of 
of the pitch-class E in the piece-and we hear this same dyad in m. 4, where the pitch-
class E makes its first appearance subsequent to the opening chord. Spread over the 
first half of the work, these four chords of alternately higher and lower density convey 
an impression of succumbing to pitch-content-related entropy, mirroring the overall 
declining wedge-shape of the work. The final dyad reinforces this closure as the 
intersection point of two planes, one of dynamic definition and the other of pitch-
deployment. 
One cannot help noticing that G~/F#, the upper boundary of the vertical pitch-space 
defined by the opening chord, is also the prominent highest pitch-class of the second. 
The bulk of the chords swing through a registral exchange spanning an octave, with a 
1:1 still-point, or fulcrum, of m4-B4, which is itself curiously close to the 1:1 partition of 
the vertical pitch-space of the entire piece, at Gtt4. One senses that the four chords are 
simultaneously standing out from the background texture in high-relief and also 
knitted into it firmly, in terms of pitch-organisation and the structuring of 'vertical' 
space. 
The first loud chord, a gigantic cluster-like aggregation of pitch-classes, would in 
any context be shocking, coming at our ears out of silence with marked violence. The 
majority of sound-events in Intermission 5 are extremely quiet-and it is the extreme 
contrast, as we have already noted, that is crucial to any understanding of Feldman's 
work in this period (mezzo dynamics were not part of Feldman's palette of sounds). 
Furthermore, it is immediately apparent that the listener will perceive these loud 
chords as somehow defining time-spaces within the overall 72 measure duration of the 
work, effectively partitioning the 'horizontal' time-canvas. 
Likewise, the closing repetition-field defines a clearly audible partition of the work's 
duration, in the proportion 3:1. Such clearly defined repetition sections (prefiguring the 
vast repetition cycles of the late works) are not altogether uncommon in Feldman's 
work of the early 1950s (see, for example, works like Structures, and Extensions 3), and 
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the repetition-field as a closing section (or cadential figure) also appears in some works 
of the later 1950s, notably Two Pianos (1957). Here, and in Intermission 5, the listener has 
a clear sense not only of the section being defined by a repeated motif, but of the very 
limited pitch-class content of that motif, which is effectively highlighted. The listener 
or score-reader is invited to speculate not only about the time-space defined and its 
relation to the rest of the work, but the relation of this pitch-class set to the pitch 
material of the rest of the work. As Feldman's teacher, Stefan Wolpe said in 1959, 
Every pitch constellation smaller than the all-chromatic circuit is either a delay 
in completing the whole, or is an autonomous fragment which can exist outside the 
total circuit. It may be first unhinged as a part of the total circuit, later hinged back 
( .•• )51 
As we shall see, Feldman's motif in the closing section of Intermission 5 is indeed 
'unhinged' from the total chromatic, rather than completely autonomous (in contrast, 
the repetition field in Structures for string quartet is both unhinged and 'hinged back'). 
It functions as what more conventional composers might have called a coda; the first 
statement of the final motif completes the preceding chromatic field, but the time-
structure, the large-scale rhythm of the work, requires that the unhinged fragment be 
repeated a further eight times to.round out the space. 
It can be problematic to divide a relatively abstract work like Intermission 5 into 
manageable segments for pitch-analysis.52 For much of the work, segmentation by 
motif, phrase, and even gesture, seems dangerously arbitrary, given that we have little 
idea of how Feldman put the material together. The last eighteen measures of the 
work, however, represent not only a distinctly visible and audible unit of time but also 
a distinct pitch collection (Fig. 6), and are thus a vital clue to Feldman's own 
partitioning of both pitch material and architectural time, through which we may begin 
to glimpse his compositional processes in action. Although one might choose to spell 
this as an ordered set (A, G#, G, m ), it is crucial to observe that the collection is a 
chromatic tetrachord. This particular kind of set held a special interest for Feldman, 
51 Stefan Wolpe, 'Thinking Twice' in Contemporary Composers On Contemporary Music. Ed. 
Elliott Schwartz & Barney Childs (New York: Holt, Rinehart and Winston, 1967) 287. 
52 For discussion of the practical issues, see Christopher Hasty 'Segmentation and Process in 
Post-Tonal music' Music Theory Spectrum 3{Spring1981) 54-73. 
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even in later years.53 
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Figure 6: Feldman, Intermission 5, mm. 55-72. Pitch content of closing 
motif. Copyright ©by C. F. Peters Corporation. All rights reserved. 
Used by permission. 
There is also a sense in which the notes aurally group themselves (according to 
Feldman's disposition of them) as a pair of semitones: A and m, separated in time and 
space by the pair G# and G. Such well-defined groups of semitones are very much in 
evidence throughout the piece (as noted previously, for example, in two of the three 
loud chords). This reminds us of Wolpe's words of 1952: 'And thus the second( ... ) has 
still (and I'm sure for a good while) the importance of a principal axis-interval'.54 I 
might add at this point that there may well be a link between Feldman's set-
construction, so often revealing an interest in chromatic segments, and a line of 
thought stemming from Webern's interest in the chromatic hexachord, via Wolpe.55 As 
Milton Babbitt said in 1983,56 discussing Webern's Symphony, 
53 Morton Feldman, 'XXX Anecdotes and Drawings' in Morton Feldman Essays. Ed. Walter 
Zimmerman (Kerpen: Beginner Press, 1985) 169. [Seminar given in Frankfurt, February 
1984. Transcribed by Gerhard Westerrath, translated by Hanfried Blume] 
54 Stefan Wolpe, 'Thoughts on Pitch and some Consider~tions Connected with It.' [Lecture 
given at Black Mountain College, August 1952] Ed. Austin Clarkson Perspectives of New 
Music 17/2(Spring/Summer1979) 53. 
55 Additionally, it seems likely that Feldman was at least peripherally aware (via Cage and 
Tudor) of the discussions concerning Webern that took place at Darmstadt in the 1950s. 
Whether he also knew the theoretical writings published in Die Reihe is uncertain, and in 
any case these did not appear in English until the late 1950s. 
56 There are numerous evidences for the frequently overlooked contact between Feldman and 
Babbitt, and their lifelong relationship certainly deserves close examination. See, for 
example, Morton Feldman, 'I met Heine on the Rue Furstenberg' in Give My Regards to 
Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: 
Exact Change, 2000) 114. Also, Cole Gagne and Tracy Caras, 'Soundpieces Interview' in 
Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: 
Hyphen Press, 2006) 87. 
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Notice that he's using the same hexachord that he used in the Piano Variations-
the chromatic hexachord; here, however, he uses it very differently.( ... ) There are 
aspects of this passage which were extremely suggestive to later composers, many 
of whom are still alive.57 
Feldman seems to have very rarely used such chromatic sets as partitions of ordered 
twelve-tone rows58 (of course it is possible that ordered material may be so buried 
under other, unordered layers as to be unidentifiable), but he did use them to build 
twelve-tone aggregates, or chromatic fields, spread over variable spaces of time. 
Consequently, we may observe that Feldman was not only conscious of the properties 
of the smaller sets he was using, chromatic or otherwise, but also of their 
complementary sets; their relation to the 'all-chromatic circuit' (in Wolpe's words). It is 
through the controlled manipulation of these basic pitch materials that Feldman 
formed his larger chromatic fields which are in turn intimately related to the formal 
architecture of a given piece, as we shall see. Similarly, Feldman seems not to have 
been particularly interested in exploring the contrapuntal or combinatorial possibilities 
of such sets (as Babbitt was, for example) but he was nonetheless aware of them as 
distinct sets, for structural purposes, and even allowed them at times to form figural 
motifs, unhinged from the total chromatic. It is from this understanding of a sub-set of 
the aggregate deployed as a motif that Feldman might logically allow such a figure to 
fill an entire section of his designed structure, as in the closing section of Intermission 5. 
Although motivic repetitions are common in Feldman's dance pieces of the 1950s,59 
57 Milton Babbitt, Words about Music. Ed. Stephen Dembski and Joseph N Strauss (Madison, 
Wisconsin: University of Wisconsin Press, 1987) 42-43. 
58 For discussion of ordered row material in Why Patterns? (1978), see Steven Johnson, 'Jasper 
Johns and Morton Feldman: Why Patterns?' in The New York Schools of Music and Visual 
Arts. Ed. Steven Johnson (New York & London: Routledge, 2002) 235-240. A rare instance 
of Feldman speaking of such matters is recorded in the Gagne-Caras interview, where he 
speaks of two ordered rows in Violin and Orchestra (1979), one of which is a symbolic 
quotation from Webern. Cole Gagne and Tracy Caras, 'Soundpieces Interview' in Morton 
Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen 
Press, 2006) 92-93. The ms. sketches of several works of the late 1970s and 1980s contain 
matrices for the serial ordering not only of 12-tone rows, but also rhythmic motifs, 
dynamics and even instrumentation. Our understanding of how Feldman actually uses this 
material in practice is as yet largely unformed. Describing such formations of pitch material 
in Feldman's music is problematic, however; they are perhaps better understood as linear 
aggregates rather than 'rows' in the conventional sense. 
59 See, for example, the Nature Pieces (1951), or Three Dances (1950), or the later Figure of 
Memory (1958). The untitled piece for two pianos dating from 1958 is a rare example of this 
style in what may have been intended (though never published as such) to be a concert 
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the published concert works of the same period have much less a sense of having been 
actually built from such repetitions. Many of these 1950s pieces, in fact, have no 
obvious repetitions at all; when there are repetitions they are often used in quite subtle 
ways, and for varied purposes in different contexts. One may suspect that in the dance, 
theatre and film works,6° Feldman was rather more closely following Cage's models-
and this may well have been part of his reason for not publishing them when the 
opportunity arose. 
In Intermission 5, we have one of the most striking motivic repetition sections in 
Feldman's 1950s concert music.61 Intermissions 1 to 4, for example, have no repetitions of 
this kind, and this is one of the several factors which give them their characteristic 
flavour. Of other works composed circa 1952, we may observe that Piano Piece 1952 
does not have repetitions (although it does have recurring pitch-sets), while Extensions 
3 does. Given the importance of such repetitions in Feldman's late works, however, I 
would suggest that in Intermission 5 we hear one of the earliest applications of a clearly 
structural motivic repetition in Feldman's concert works, and that this marks the 
beginning of an interest in such repetitions which eventually gave rise to the late 
works, where the repetitions are woven into vast, carpet-inspired patterns of motifs. 
The repetition section in Intermission 5 operates on several levels of significance. It 
has a structural significance, defining (on paper at least) exactly one quarter of the 
duration of the work, and the section's internal structure of nine repetitions of a two-
measure motif implies some deeper aspect of numerical significance. It has a narrative 
significance as the ending of the work, functioning as a sort of cadential figure, and is 
somehow audibly recognisable as such. Furthermore, the motif has, as already noted, a 
pitch-content significance. It is one of the clearest instances in the early 1950s Feldman 
of the composer's emphasis of a pitch collection by repetition; there can be no doubt for 
either listener or reader that Feldman wished to draw our attention to this small group 
work. Manuscripts in Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
60 See, for example, the music composed in 1951 for Hans Namuth and Paul Falkenberg's film 
Jackson Pollock. 
61 Although it was pre-dated by the repetition-section in Structures for string quartet (March 
1951), which sounds to 21st century ears as a strong premonition of Feldman's late style. 
Such repetition fields are only one of many points of connection between the early and late 
Feldman works that have yet to be explored in detail. 
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of notes. 
iv 
Already, in consideration of some of these superficial aspects of the piece, we have 
noted points of structural interest that will bear further investigation. That the four 
very loud chords, more-or-less equally spaced, clearly fall only within the first half of 
the work certainly implies some sort of over-arching structure within which these 
chords operate. We have also observed that the work begins with a chord which may 
be understood to function as a twelve-tone aggregate (the closed circuit, in Wolpe's 
terms, of the total chromatic), while also noting that other discrete parts of the piece are 
built from smaller pitch collections. In particular, the closing section, with its motivic 
repetition highlights one such collection and also suggests a way of investigating the 
formal structures of the piece according to mathematical proportions. 
On this basis, I identify at the outset two significant structural divisions. Firstly, the 
mid-point of the work at the end of measure 36 is clearly important in so far as it closes 
off that part of the work in which loud chords appear. It is also marked by three 
audibly notable repetitions of F#?; these are the first explicit, uninterrupted repetitions 
in the work, introducing the element of repetition which (as we have seen) becomes 
increasingly significant in the second half of the piece. Secondly, the closing repetition-
section appears to reinforce this binary structural division, built out of a two-measure 
motif repeated nine times to fill eighteen measures, exactly one quarter of the piece. 62 
We may begin to model the structures thus: 
1:1 3:1 
I 18 measures 
36measures I 36measures 
72 measures 
Figure 7: Major time-partitions of Intermission 5. 
62 The corresponding % division of the first half of the work does not appear to mark 
anything so obviously significant, although it falls only one measure away from the 
commencement of the third chromatic field in m. 17 (Fig. 8). 
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Within the frame of this structure, Feldman has placed his four loud chords roughly 
every ten measures through the first half of the piece (in mm. 1, 9, 23, 33), decorated the 
1:1 division with three high notes (F#7), and filled the closing quarter of the work's 
duration with the repetition field. Given that this field of motivic repetition also draws 
attention to a chromatic tetrachord (G, G#, A, m), this may be a clue to the pitch-
organisation of the work. Noticing that the notes of this set are markedly scarce in the 
systems preceding the closing section, we might wonder if this is some deliberate 
function of complementarity. If we look, working backwards from the closing section, 
for the completion of the twelve-tone aggregate, we find that this occurs with the F4 
grace-note at the end of m. 24 which is in fact the last F sounded in the piece. 
The pitch-class F is also curiously scarce throughout the early part of the work, but 
rather common between measures 17 and 24. If one were to think of the opening chord 
as a chromatic field unto itself (I shall henceforth consider this entity to be the first 
chromatic field, a verticalised sounding of the total chromatic-see Figs. 8, 9) we find 
that the first subsequent Fin the piece is actually that in measure 17, and that this event 
completes a twelve-tone aggregate sounded between the second quaver of m.1 and m. 
17. Close examination of the section between measure 17 and measure 24 reveals that 
this also contains a complete chromatic aggregate.63 Further, we may observe that the 
important dyad F-G~ which marks the boundary of the third and fourth chromatic 
fields (m. 24) is also a prominent part of the chord marking the boundary between the 
first and second (m. 17). 
Is there anything structurally or proportionally sig_nificant about these points at 
measure 17 and measure 24, where we hear the first and last distinct appearances of 
the pitch-class F? Indeed there is: the first 1h of the work (in terms of 'on paper' 
duration as a subdivision of the full 72 measures) ends at measure 24, while 24 divided 
itself by 113 is 8-the number of measures spanned by the appearances of F. This enables 
us to map the underlying chromatic fields as framed by successive proportional 
63 In the manuscript sketch, the section from m. 16 to m. 24 defined by the first and last 
appearances of pitch-class F occupies a full system. As an aside, we may note that the pitch-
class B is likely to be significant here, as it is the only pitch-class missing from the ff! chord 
in m. 23, and appears prominently in m. 21-the mid-point of the third chromatic field. 
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subdivisions of the total duration, thus: 
2:9 1:2 
"U 2nd Cltromatic Field 3rd 4th "ij} 
~ 
u 2/3of 1/3 1/3of 1/3 ·.i:i 
<!! § (16 measures) (8 measures) 
6 1/3 (24 measures) 2/3 (48 measures) tl 
r-< 
72 measures total 
Figure 8: Chromatic-field partitions of Intermission 5. 
This structure of underlying pitch organisation operates at a deeper level than the 
four loud chords, and the division of the piece by 1h and 114 as discussed above (Fig. 7). 
Such well-defined structures are not likely to occur by accident or chance-this is a 
planned deployment of pitch materials within carefully structured subdivisions of the 
overall time-canvas. 
To add weight to this argument, it is instructive to examine the internal structure of 
the fourth chromatic field. (I choose this because of the very explicit partitioning of the 
twelve-tone aggregate evident in the last part of the work, which makes the 
deployment of materials on a smaller scale particularly clear.) If we examine this fourth 
and final chromatic field as a discrete entity of 48 measures, including the grace-note at 
the end of measure 24, we find that it may be subdivided into three parts of 16 
measures each. The juncture of each of the two 16-measure divisions (at mm. 40 and 56 
respectively) is marked by significant pitch-related events. In measures 40 and 41, we 
hear introduced for the first time in this chromatic field three of the pitch-classes 
belonging to the closing repetition motif (A, G#, A#);64 these are not heard again until 
the closing section itself begins. Measure 56 marks the end of the initial statement of 
the repetition motif and, perhaps more importantly, at a deeper level it is also the point 
64 Note also that the other three pitch-classes of this gesture are an adjacent chromatic set, the 
whole thus forming a chromatic hexachord. 
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at which the chromatic field (when read forwards from the F in m. 24 to the end, rather 
than backwards) is completed by GS in measure SS. 
There are two significant things to note about this completion: firstly, it highlights 
the already-known fact that the closing repetition-field functions as a coda in terms of 
the pitch material, in so far as the entire chromatic field has been deployed and 
concluded at the initial statement in mm. SS-S6. Secondly, the crucial completion note 
(GS) almost exactly defines a 1:2 partition of the total vertical (pitch) space (see Fig. 11) 
and in this sense has a strong relationship with the upper notes of the loud chords in 
mm. 1 and 23. That we tend to hear the closing section as cadential is not merely the 
effect of the repetitions-it is also the result of our apprehension of Feldman's deep 
organisation of pitch materials. From this we may also make one further important 
observation: in terms of its compositional structure, Intermission 5 is founded upon the 
deployment of chromatic fields over structured spaces of time, and part of the aural 
experience depends upon a sensitivity (conscious or not) to the completion of such 
aggregates. Feldman may be seen to be utilising both of Wolpe's methods of 
manipulating the total chromatic: delay in completion of the whole, and the strategic 
deployment of 'unhinged' sets. 
We may sum up this survey of the larger structures of Intermission 5 in 
diagrammatic form thus: 
1st Chromatic Field 
( verticalised) 
2:7 1:2 1:1 
''3 of 4th Field: introduction of 
three of the four pitch-classes 
of the closing set 
3:1 
Closing Repetition 
Section 
~13 of 4th Field: 
completion note G5 
Figure 9: General model of Intermission 5, showing significant time-partitions. 
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In this diagram, the crucial underlying structure is that of the four chromatic fields. 
The several planes of over-laid surface activity (the loud chords, the repetition section, 
and so forth) are all built out of the materials of the chromatic fields and thus 
inseparably knitted into these deep structures. All the obvious surface structures, 
however, are placed upon or around points of structural significance in terms of simple 
durational subdivisions of 112 or 113, either of the whole work or a clearly defined part of 
the work. 
Several of these nodal points may be understood in terms of more than one form of 
subdivision, and in some cases it is debatable which may have been the one used by 
Feldman to determine the placement. It is likely that Feldman was well aware of the 
fact that certain events are of significance to several planes of structural activity. An 
example of this may be found at mm. 55-56, immediately after the first hearing of the 
repetition motif which completes the aggregate of the fourth chromatic field. This point 
may be understood as determined by% of the duration of the fourth chromatic field, or 
as a 1h division of the final 1h of the work as a whole (thus mirroring the point at which 
the third chromatic field begins). We might therefore argue that this moment of the 
work has significance for severa! layers of the composition's structure. Similarly, there 
is an interesting moment at mm. 48-49, which is both% of the entire work and also 
half-way through the fourth chromatic field. Here, Feldman has draped across this 
region of the piece (mm. 44-51) a threefold repetition of a two-note motif (the last 
repetition purposefully incomplete, creating a four-measure suspenseful silence before 
the repetition field begins). 
This was a common practice of Feldman's: to organise a field of activity around a 
point of structural significance. We shall see this again in the other two analysed 
works, and indeed we have already seen it in Intermission 5, with the thrice-repeated 
H7 marking the mid-point of the work (threefold repetition itself seems to be rather an 
important motif in Intermission 5-in the sketch, as another example, the closing section 
is clearly constructed as three repetitions of three repetitions of the motif (3x3)). 
Feldman's deployment of materials between, over, and around the structural nodes 
certainly suggests that he is not simply using the partitioned sections of the time-frame 
as containers for material; his use of the mapped structure is flexible and non-
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systematic, although not without a certain consistency of manner. 
Intermission 5 is undoubtedly built around a complex network of quite simple 
proportional subdivisions of time duration (1/z, 113, etc.). One might almost wonder if 
this formal architecture is merely one part of a comprehensive structuring method for 
all sound events in the piece; it is at least conceivable that Feldman used this 
proportional division and subdivision method to create both macro-structures (large-
scale form) and micro- (what we might conventionally understand as rhythm). 
Arguably, Feldman's large-scale form is a kind of rhythm, and we might put forward 
the possibility of understanding form as rhythm in a work like Intermission 5. 
Analytically, however, the point becomes harder to press the deeper one delves into 
the small-scale activity; it is sufficient for the purpose of the present argument to 
establish the properties of the large-scale formal architecture. 
This combination of pitch-deployment and proportional structure also has a bearing 
upon the rate at which an aggregate statement is played out; or to put it another way, it 
is related to the variable density of the chromatic field. That Feldman knew this and 
used it as a natural part of his process, rather than subverting it, may be observed in 
the differences of density between the thrt!e or four main sections of the work. The 
longest section of the work, from m. 25 to m. 55 has clearly the lowest density of pitch 
content (diluted by empty measures and repetitions) and this is reflected in a low 
density of activity on other levels. The shortest section (between mm. 17 and 24), on the 
other hand, is filled with the most compressed chromatic field and a correspondingly 
high level of general activity (while the opening chord reserves its exclusive status as 
the moment of maximum density). The pitch-density of the field is thus related to 
perceived tempo. 
In effect, from the analytical point of view, it is the field boundaries which mark out 
the broader structures, and we may observe how elegantly Feldman handles these 
boundaries: each aggregate statement is completed by placing one note across the bar-
line of a structural division-point, and the result is seamless. This has many 
ramifications for our understanding of Feldman's compositional aesthetic and process, 
but most importantly it confirms that he had a conscious sensitivity to the completion 
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of the aggregate, and that he applied this (at least in Intermission 5) in conjunction with 
proportional structures. The closing section, with only four pitch-classes rather than 
the full chromatic field, logically assumes characteristics of rhythmic and motivic 
stasis. 
In summary, I suggest two ways of understanding the horizontal time-structures of 
Intermission 5; neither is exclusive and they complement each other as different 
perspectives of the same object. Firstly, we may say that the larger structures of 
Intermission 5 are built around the broad division of the first third of the work into 
thirds, and the latter half by a half (this defines the closing section of 18 measures). The 
mid-point of the work remains significant as the pivot around which the divisional 
unit swings. Within these broad spatial divisions, we have also seen that there are 
complexes of other proportional subdivisions operating, all of which may be linked to 
the strategic deployment of pitch material. Alternatively, we may understand the 
works as comprising two layers of structure: a surface layer (defined by the most 
obvious features of the loud chords and the closing repetitions) constructed by division 
of the time-canvas by 1h, and by 1h again; and a deeper layer of design at the level of 
the chromatic fields, structured gy a division of the time-canvas by ¥3, and again by ¥3. 
v 
Curiously, there is very little evidence from Feldman's own utterances and writings of 
the implementation of numerical/proportional structures in his compositional practice. 
Indeed, it is worth reflecting upon the fact that Feldman seems to have very rarely 
spoken publicly of issues to do with formal structures at all-but then it is also true to 
say that he rarely spoke of any specific technical matters of composition. In this regard, 
the annotations in the 1950s period sketchbooks preserve some crucially important 
clues to the more practical aspects of the thinking behind the work. Here, we may catch 
glimpses of his concerns with (and I use Feldman's terminology here) methods of 
structuring time, space, tone, pitch, timbre and balance. While the precise origin or 
implementation of these musings is not always at all clear, 65 the sketchbook 
65 Many annotations seem to so closely echo the thinking and even the words and phrases of 
both Varese and Wolpe, that one suspects they may be notes made of conversations rather 
than necessarily original thoughts. 
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annotations remain crucial evidence for the nature of Feldman's compositional 
concerns at this period. 
David Nicholls, discussing Feldman's conventionally notated works of the early 
1950s in his 2002 essay Getting Rid of the Glue: The Music of the New York School, notes 
that,'( ... ) several also appear to be based in numerology (for want of a better word), at 
least in part.'66 His examples, while they do not delve into the internal structure of 
works, illustrate that there are often remarkable correspondences between Feldman's 
metronome speeds and the measure-length of a piece, and also between measure-
length and the date of composition. These kinds of numerological games present a 
considerable difficulty in analysis, as without the key to the code-such as a date-
duration correspondence-it might often be almost impossible to determine what the 
structuring factor was. In the case of Intermission 5, for example, the exact date of 
composition is not known.67 
Gianmario Borio has argued that Intermission 5 is based upon the number six as the 
basic unit of control, and that the work's time-structures are based upon multiples of 
six. Borio' s analysis (Fig. 10) is based upon the eighth-note as the unit of measure, 
comparable to the measured ictus of the graphic scores. Importantly, he is able to show 
that this is a way of defining an underlying pattern of calculated time-structures which 
accounts for the placement of the loud chords, and also the proportion of the closing 
section, beginning in measure 55.68 
66 David Nicholls,'Getting Rid of the Glue: The Music of the New York School' The New York 
Schools of Music and Visual Arts. Ed. Steven Johnson (New York & London: Routledge, 2002) 
30. 
67 One might speculate that the date could be deduced from analysis of the work 
68 Diagram reproduced with the author's permission from Gianmario Borio, 'Morton 
Feldman e l'Espressionismo astratto: La costruzione di tempo e suono nelle miniature 
pianistiche degli anni Cinquanta e Sessanta' in Itinerari della musica americana (Lucca: Una 
Cosa Rara, 1996) 119-134. http://www.cnvill.demon.co.uk/mfborio.htm, accessed 4 January 
2007. 
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Figure 10: Gianmario Borio's model of time-partitions in Intermission 5 
(reproduced with permission). 
This is a neat solution to the structural planning of the work, but it does raise some 
other questions. Where do the multiplier numbers come from (4, 7, 5, 2, 9), and what is 
the relationship between them? How do we explain other significant events in the 
work that do not so easily fit this model? The importance of Borio's analysis for 
Feldman's work of the 1950s is that for the first time it has been shown that there is 
some manner of numerical or mathematical control. As with my simpler half, third and 
quarter divisions suggested above, the model seems to strongly suggest an underlying 
pattern, but does not necessarily offer a complete solution. I would suggest that in 
Borio' s model we are still not seeing the control factor but the superstructure of the 
formal design; effects of the system, rather than the system itself (which perhaps will 
never be entirely decipherable). The structures identified are real and observable 
phenomena, but there may be other ways of understanding the relationships between 
them. To explain, for example, the parameters of the closing section as a 114 division of 
the whole is more straightforward than to say that it is defined by 6 x 9 icti, but both 
are valid explanations of the same identifiable structure. 
The fact that we can arrive at several different explanations for a structural event in 
Intermission 5, some numerically more accurate than others, does not necessarily imply 
that we may begin to assemble a hierarchy of possibilities based upon relative 
accuracy. Stefan Wolpe's mathematical inexactitude is almost a feature of his 
compositional technique, 69 and we do not have any reason to suppose that his student 
69 As Andrew Kohn has observed, 'Wolpe's concept of symmetry was approximate at best. 
He was very fond of treating as functionally equivalent two quantities which differed by a 
factor of one.( ... ) in the case of very large intervals, larger discrepancies are tolerated. This 
characteristic of Wolpe's can make it very difficult to analyze his music on his own terms, 
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Feldman was any more precise (in his later work, in fact, this planned inexactitude, or 
'crippled symmetry', is highly significant). Partly for this reason, I think there is an 
argument for taking the relatively simple straightforward explanations in preference to 
the more complex.70 
Thus far, my analysis has been primarily concerned with the 'horizontal' axis of 
time-structures, and the deployment of pitch-classes in a manner which is integral to 
the time-structures. Is it possible to identify similar structuring of the vertical axis of 
timbre, or sounding pitch? If, as suggested by the diagrams in his sketchbooks, 
Feldman was thinking in terms of the placement of events in a two-dimensional space 
as a' crystalline' formation, we might justifiably expect to find comparable partitioning 
of the vertical space-perhaps in similar proportions of 112, 113, 114 and so forth. We might 
also at this point recall Wolpe's theory of proportions; by which he described 
interactions between sounding pitch-classes (i.e. at sounding register) as either 
proportional subdivisions or expansions of intervals.71 
One notable feature of the deployment of pitch material in Intermission 5 is that it is 
not spread over the entire range of the piano; instead, we have a tessitura of El to C8 
(the highest note of the piano range). Irregular partitioning of the instrument range is 
common in Feldman's piano music (see also Intermission 6, for example), and there is 
very clear precedent for the contrived partitioning of the keyboard range in Wolpe's 
Seven Pieces for Three Pianos (1951), which Feldman must have known.72 On one 
since the distinction between equal and unequal (or symmetric and asymmetric), which he 
held to be very important, can be unclear in practice.' Andrew Kohn, The Development of 
Stefan Wolpe's Compositional Style 1948-1963 and the Role of Other Arts, with "Never Any Jam 
Today" (Original Composition) (Ph.D. Diss., Univeristy 9f Pittsburgh, 1995) 14. 
70 It is important to recognise that this inexactitude or asymmetry was not the result of a lack 
of attention to detail, on either Wolpe or Feldman's part. As Paula Ames has noted, 'We 
recall Feldman's emphasis upon /1 aspects that make a piece which are not usually 
considered significant." Among those features of Piano which may be listed in this category 
are his concept of the "notational image," and the minute variations to which he subjected 
even the simplest musical patterns. Feldman himself would have also included register and 
voicing.' Paula Ames, 'Piano (1977)' in The Music of Morton Feldman. Ed. Thomas De Lio 
(Westport & London: Greenwood Press, 1996) 141. 
71 Stefan Wolpe, 'On Proportions' [1960] Tr. Matthew Greenbaum in Perspectives of New Music 
34/2(Summer1996) 132-184. [Lecture given at Darmstadt, July 1960] 
72 These pieces were originally composed as illustrations for the lecture (text now lost) 'spatial 
Relations, Harmonic Structures and Shapes' given at Yale University in 1951. According to 
Austin Clarkson, Feldman was part of a group of Wolpe's sh1dents who sat on the stage 
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occasion, Feldman wrote in a sketchbook, 'Each instrument has its own illusory space-
structure which I will think of as one space experience'. Proportional subdivision of the 
full range of the piano to identify significant pitch-areas does suggest that there may be 
some sensitivity to the 'illusory space-structure' evident in Intermission 5: GS, for 
example, which is such an important pitch in terms of the four loud chords and also of 
the closing section, may be described as a 1h division of the available pitch-space. At 
the same time, however, we must recognise that the range of sounded pitches (El to 
C8) as chosen by Feldman ought to give rise to a complex of further subdivisions; 
indeed, it is here that we find the most compelling evidence for Feldman's organisation 
of pitch by register. 
Dividing the interval of the overall vertical pitch-space of sounding notes used in 
Intermission 5 by%, 1h and 114 highlights the following pitches (the 1h division not falling 
exactly upon a single note):73 
I full range I[@] 
8"'-1 
.... 
Figure 11: Feldman, Intermission 5. Major partition-
boundaries of vertical (pitch) space. 
Is it possible that Feldman was using these pitches as proportional nodes in the 
vertical space comparable to those of the time-canvas? Are they activated in some way 
at significant structural points in the piece? The scope of the discussion which follows 
is for the most part limited to appearances of these proportions which are either exact 
during the lecture. See Austin Clarkson, 'Stefan Wolpe and Abstract Expressionism' in The 
New York Schools of Music and Visual Arts. Ed. Steven Johnson (New York & London: 
Routledge, 2002) 95. For Milton Babbitt's reminiscence of this lecture, see Milton Babbitt, 
Recollections of Stefan Wolpe http:ljwww.wolpe.org/pagel/pagelO/pagelO.html#Milton 
%20Babbitt (accessed 19 November 2007) 
73 The% divisions (1/3of1/3) are conspicuously absent, except in one instance as the bass-note 
of the 'altered cluster' in m. 22. 
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or within a semitone or so of the exact pitch.74 As already noted, one cannot be sure of 
the extent to which Feldman was concerned with such accuracy; perhaps he applied 
these proportions 'by eye' as estimated measurements. From an analytical point of 
view, however, my concern is to show that in at least some cases, it is clear that the 
exact (or near-exact) proportions appear at significant moments or in significant 
contexts in the work, suggesting that Feldman was quite aware of them even if he also 
at times allowed them to be a little smudged or blurred in terms of literal accuracy. 
At the outset, it is surely no accident that the lowest pitch of the work (El) appears 
only once-and this appearance is in measure 24 at the close of the third chromatic 
field, which is also the 1:3 division of the time-frame. The highest pitch occurs three 
times early in the piece, between mm. 1-11, although the m7 heard in m. 24 
(immediately adjacent to the solitary El) may be heard as a 'smudged' CS. m7 is of 
course also one of the four notes of the closing repetition field, and in this section may 
also substitute for the CS in approximating the extremity of the vertical pitch-space. 
G#4, which is the exact mid-point of the vertical pitch-space appears twelve times in 
the piece, of which nine occur as part of the repetition section in mm. 55-72. Each of the 
three earlier appearances is significantly placed, and we may observe that the note is 
extremely scarce outside of the final section and never heard alone. The note is first 
heard in the opening chord, which is not entirely surprising given this chord's cluster-
like character; closer examination suggests, however, that the cluster-formation may 
well be built around the G#4 as its central point-certainly this is the kinetic centre of 
the chords according to the disposition of the hands upon the keyboard (see Fig. 5). G#4 
is heard a second time in the third loud chord, in m. 23. One may also note that in 
terms of the horizontal time-structure, this chord falls very close to the 1:2 division of 
the total duration, towards the close of the third chromatic field. This seems to take on 
a greater significance as we observe that the final appearance of the G#4 (prior to the 
repetition field) is as part of another cluster-like aggregation in m. 41-indeed, G#4 
serves as the very foundation of this event. This sound-event has, as has already been 
noted, two other important aspects: it marks the boundary of the 1:2 partition of the 
fourth chromatic field (which falls between mm. 40-41) and is also part of what seems 
74 As is consistent with Wolpe's practice. See footnote 65 of this chapter. 
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to be a calculated premonition of the pitch-content of the repetition-motif, where the 
G#4 ultimately appears a further nine times. 
Of the % division pitches, E6 is heard only twice; both times within the opening four 
measures of the work. C3 is heard literally only once, in m. 40, at the crucial 1:2 time 
division of the fourth field. There is also argument for considering the appearances of 
B2 (mm. 15 and 30) as slightly less accurate substitutes. The relative scarcity of such 
pitches associated with proportional subdivisions of the vertical space is indeed part of 
their interest: in many cases one has the sense that Feldman is saving them for strategic 
moments, much in the same way as he rationed carefully the pitch-classes of the 
closing repetition-set through the earlier parts of the piece. In general, Feldman makes 
careful use of two methods of emphasis: (1) that of repetition and (2) of contrived 
scarcity. 
The two 1h division pitches appear first in mm. 1 and 3, where they clearly frame the 
opening chord. AS is the lowest pitch of the second chord, forming a distinct aural 
association with the F#/G~S at the top of the opening chord. Similarly, when F#3 is 
heard as the bass-note of the event at the beginning of m. 3, we also hear it as the first 
lower expansion of the register defined by the still-reverberating opening chord. We 
hear the two 1h divisions in close association again in mm. 19-21 (the lower smudged 
by a semitone), where they form part of a discrete three-note formation in the middle 
of the third chromatic field, of which the third note (B4) may be heard as an 
approximation of a symmetrical subdivision of the interval defined by the other two 
(the exact 1:1 division is G#4, which Feldman seems reluctant to use overtly until the 
later part of the work). 
Most striking, is the appearance of a more precise F#/G~3 at the end of m. 24; the 1:2 
division of the pitch-space falling exactly upon the 1:2 division of the time-frame. This 
alone would be enough to suggestthat Feldman is entirely conscious of the 
proportional divisions of his canvas in two dimensions (of pitch over time). 
Unsurprisingly, the 2:1 pitch-division (m/AS expressed as C6) also features at the 1:2 
time division of the fourth field in m. 41; here, the C has been drawn out of a close, 
cluster-like formation by octave transposition, as though to highlight. Again, it is not 
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surprising that the other 113-division pitch (F#/G~3) is distinctly featured in the section 
following this point up to the commencement of the repetition-motif; in this region, 
G~3 is part of a discrete two-note repeated motif. In a rare instance of explicit 
symmetry, at the approach to the 1:3 division of the time-frame (mm. 18/19) the lower 
1h pitch is followed by the higher, while in the later part of the work we hear the two 
pitches in reverse order as we move away from the 1:2 time-division of the fourth 
chromatic field. 
Out of what seems at first a rather confusing picture, we here begin to discern a 
highly organised structure built in two dimensions through the partitioning of both 
time and pitch-register in similar, inter-connected ways. This method of structuring the 
disposition of musical materials enables Feldman to work in a distinctly abstract 
manner; 'a crystalized structural situation a purely sound experience divorced from 
harmony as well as counterpoint( ... )', as Feldman noted in his sketchbook (echoing 
Varese).75 We might also note that this conceptual method enabled Feldman to 
compose without concern for either tonal or serial structures. 
As we have seen, many individual sound-events and groups of events are clustered 
around important structural nodes (the 1:2 partition of the fourth chromatic field at 
mm. 40-41, for example). In the analysis of rhythm/time, as discussed earlier, it is 
difficult to progress from the relatively obvious large-scale formations to an 
understanding of the more detailed, micro-structures of rhythm and duration. In 
examination of the pitch material, however, and the associated vertical axis of 
structure, it is much easier to identify more detailed structures along the lines of 
Wolpe's symmetrical and asymmetrical proportions.76 We have seen some of these 
already, operating across the larger scale of the total pitch-space; but Feldman was also 
working with networks of such proportional relations between intervals in the 
deployment of the pitch material down to the smallest scale of adjacent events and 
even the internal structure of individual chords. The opening chord, for example may 
75 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman] 
76 The classic text is Stefan Wolpe, 'On Proportions'[1960] Tr. and ed. Matthew Greenbaum in 
Perspectives of New Music 34/2(Summer1996) 132-184. See also Matthew Greenbaum, 'The 
Proportions of Density 21.5: Wolpean Symmetries in the Music of Edgard Varese' in On the 
Music of Stefan Wolpe: Essays and Recollections Ed. Austin Clarkson (Hillsdale, NY: 
Pendragon Press, 2003) 207-219. 
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be understood to be built around a centre of G#4, which is also the centre-pitch of the 
entire vertical space. Similarly, the three notes at mm. 19-21 may be understood as a 
slightly looser Wolpean symmetrical proportion, while another very clear individual 
event of the symmetrical type is the chord at m. 40 (the 1:2 of the fourth chromatic 
field). 
7 
~ 
.k ,,, { . 
) A<ll-
t) >------- J.I -
fr.;:_ 
l 
;'j t ~J ---- ----
~ 
Figure 12: Feldman, Intermission 5, mm. 50-56, showing intervallic proportions. Copyright© by 
C. F. Peters Corporation. All rights reserved. Used by permission. 
More than this, however, it may be demonstrated that various more intricate 
groupings of events have compl~x proportional interrelations, to the extent that almost 
every note of the piece may be understood as relating to its neighbours in simple 1/2, 1h, 
or 114 proportions. Figure 12, for example, shows the (vertical) proportional structure of 
the closing repetition motif, while Figure 13 shows the rather more intricate, 
interlocking formations of the opening system. 
Figure 13: Feldman, Intermission 5, 1st system, showing intervallic proportions. Copyright© by 
C. F. Peters Corporation. All rights reserved. Used by permission. 
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In this way, it becomes possible to identify discrete domains, or 'phrases' of the 
piece, each of which represents a network, or crystalline structure, of such proportions. 
Furthermore, we can clearly see, in relation to the earlier discussion of chromatic fields, 
that Feldman was working with pitch materials on two levels simultaneously as 
defined by (1) pitch-class and (2) registral placement. To give another contiguous 
example, of the second system (Figure 14): 
Figure 14: Feldman, Intermission 5, 2nd system, showing intervallic proportions. Copyright© by 
C. F. Peters Corporation. All rights reserved. Used by permission. 
One further example of a particularly &ignificant moment in the piece, the 1:2 
division-point at m. 24, illustrates a sophisticated apportioning of the vertical space 
(Fig. 15). Here, the first two notes of the measure represent the high and low 
extremities of the pitch-space of the entire work, while the G~3 is a 113 division of this 
all-encompassing interval and the F4 is the last appearance of the pitch-class F in the 
work, the commencement of the fourth chromatic field and also the 1/2 division of the 
total range (with only a two-semitone error margin, thus consistent with Wolpe' s 
implementation of such structures over very wide intervals). 
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Figure 15: Feldman, Intermission 5, m. 24. Copyright© by C. F. 
Peters Corporation. All rights reserved. Used by permission. 
As noted previously, the extension of the proportional analysis of time from the 
large scale to the fine detail is problematic. In terms of pitch, there is an advantage in 
knowing the fundamental unit of measure (semitone), while the smallest unit of time-
measure is not quite so self-evident (although the quaver seems the likely possibility, 
smudged slightly here and there by grace-notes and semiquavers). Similarly, we are 
faced with a problem of segmentation; the relationships between differently scaled 
regions of time may be difficult to substantiate in analysis. 
It may be observed, however, that the region between mm. 17 and 24 (what I have 
called the third chromatic field-:- Fig. 16) is clearly subdivided in a 1:1 proportion by 
the striking dyad at m. 21, which so distinctively stands apart from its surroundings 
(additionally, as interval class 1 it is related to the sonorities at the beginning and end 
of the field in a manner which may be not coincidental).77 Further, the crucial outburst 
of activity between the end of m. 22 and m. 25 (built, as discussed earlier, as though to 
emphasise the 1:2 partition of the entire work and the beginning of the final chromatic 
field) begins immediately after the 2:1 partition of the field's time-span. Very similar 
medium-scale time-structures may be observed in the segments given in Figs. 13 and 
14. Beyond this level of detail, however, the analytical instrument is not sufficiently 
precise to offer explanation of the finer points of Feldman's placement of all individual 
sounds. (It would be possible, for example, to interpret this section of the piece as made 
up of four two-measure segments.) On this evidence, however, it does seem very likely 
that each note was placed carefully by Feldman with a sensitivity to its place in one or 
77 The reader will recall that this field occupies, significantly, an entire system to itself in 
Feldman's original sketch. 
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more layers of time-structure, and that the properties of each sound are thus designed 
in terms of such relationships. 
(bracket marks 3rd Chromatic Field) 1:2 1 :1 2:1 
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Figure 16: Feldman, Intermission 5, mm. 17-25 (3rd chromatic field), showing possible 
proportional subdivisions. Copyright© by C. F. Peters Corporation. All rights reserved. Used 
by permission. 
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In the light of Feldman's two-dimensional model of timbre/pitch over time, we have 
seen that the time-canvas of Intermission 5 is quite explicitly partitioned, on several 
intersecting planes, by a network of relatively simple proportional subdivisions (112, 114, 
113). It is also evident that the placement of significant structures (from the deep level of 
the chromatic fields, through to individual sound events and clusters of events) is 
highly integrated with the proportional time structures. Furthermore, examination of 
the registral deployment of pitches shows that Feldman was also sensitive to the 
proportional partitions of the vertical (pitch) space, and that the articulation of 
proportional relations between simultaneous or successive intervals (like Wolpean 
'proportions') is an intricate aspect of the internal logic of the work. 
Additionally, we may appreciate that Feldman's l~nguage in this work is explicitly 
twelve-tone (if not in the strict serial sense, at least in terms of his aesthetic and 
structural involvement with the total chromatic), and that he is working with a high 
degree of sensitivity to the completion of chromatic fields spread over varied spaces of 
time, and to their relative densities. Like Wolpe, Feldman also had a deep sensitivity to 
the relics of tonal language; of intervals and triadic formations manipulated within the 
chromatic field. One of many aspects of Intermission 5 that will bear detailed discussion 
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in future studies is that of such triadic formations.78 He was not primarily concerned 
with strict ordering of pitch material in a serial sense but, again like Wolpe, interested 
in exploiting the fluid possibilities offered by the chromatic ground, from which varied 
and flexible subsets, motifs, pitch-classes and intervals may be in different contexts 
either highlighted (by repetition, for example) or suppressed-and all of these at all 
times are necessarily knitted to the background field, related to each other in terms of 
this common plane and the rate of unfolding of the chromatic field. Feldman's manner 
of manipulating subsets of the aggregate as motifs, sometimes audibly explicit and 
other times hidden, is not only a way of generating and organising localised pitch 
material but of structuring the work. 
Intermission 5 serves to illustrate Feldman's complex synthesis of compositional 
techniques and procedures drawn from a range of early influences-it is no 
coincidence that his composition teachers (Riegger and Wolpe) were both sophisticated 
twelve-tone composers of an original and unconventional kind. A recognition of 
Feldman's purposeful control of pitch-content is fundamental to an understanding of 
this work. The sound-events which make up this piece are most certainly not selected 
by chance procedures, nor are tl~ey random in any sense. 
In Intermission 5, form is rhythm; not merely a container for sound but the result of a 
process which is highly integrated with the deployment of pitch-materials, a process 
which may be understood and mapped through Feldman's model of the flat yet 
complex double-articulation, the two-dimensional canvas. Feldman's sketchbook 
annotations and notes are a record of his struggle with the structuring of musical 
materials within this two-dimensional frame. On at least one occasion, he positively 
declared his opposition to admitting a third-dimension: 'the happening in time is the 
reality. Space in music is illusion.' This is a curiously formalist point of view, which 
echoes formalist understandings of painting in the 1950s period,79 and it is difficult to 
imagine that this two-dimensional frame was not comparable, in Feldman's mind, to 
78 For example, m. 8, or the structure deployed from the grace-note at the end of m. 24 to B2 
inm. 30. 
79 For a brief summary of the formalist agenda in 20th century art-criticism, see Pam Meecham 
and Julie Sheldon, Modern Art: A Critical Introduction 2nd ed. (London and New York: 
Routledge, 2005) 25-27. 
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the painter's canvas. In his sketchbook annotations Feldman wrote of this explicitly: 
If we think of music in terms of filling out a continuity, with pauses and 
[illegible] rests, structure can not be constructed in the linear fashion but may be 
seen in its entirety. The time structure then makes it possible to create music as on 
a canvas ( ... )80 
Clearly, Feldman aimed to conceptualise musical work as being founded upon a 
horizontal line, itself a visual metaphor for the linear time of a work's literal 
performance. Once on the page, this horizontal line, and the structures of sound 
(timbre and pitch in Feldman's terms) built upon it may be viewed in their entirety, in 
a single view, 'as on a canvas'. The composer's experience of the time-canvas is thus 
not linear, but objectified (while the listener's complex perceptions of musical time are 
another matter again). Certainly, Feldman's two-dimensional model offers a way to 
'read' his scores conceptually, as vertical structures of sound over horizontal structures 
of time (the terms vertical and horizontal are in this context metaphorical, they have no 
literal meaning in sound). In so far as this model seems almost built for the purpose of 
making analogical connections between musical and painterly structures, it serves as 
evidence that Feldman's interest in the visual arts was practical and concrete as much 
as aesthetic. As a purely musical model it .is oddly limited (Varese, in comparison, 
proposed a model with no fewer than four dimensions),81 but as an engine for 
translating the visual canvas into sound, or indeed vice versa, it is ideal. 
As a radical constriction of conventional models of musical structure, Feldman's 
model seems to resonate with the notion of the flattened picture-plane that Greenberg 
and others observed as characteristic of abstract expressionist painting in the late 1940s 
and 1950s. This concept of a unified picture plane is, however, rather more complex 
and sophisticated than it sounds. Greenberg's 1955 discussion of Jackson Pollock's 
work illustrates this well: 
( ... )Pollock has an instinct for bold oppositions of dark and light, and the 
capacity to bind the canvas rectangle and assert its ambiguous flatness and quite 
unambiguous shape as a single and whole image concentrating into one the several 
80 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman] 
81 Edgard Varese, 'New Instruments and New Music' in Contemporary Composers on 
Contemporary Music. Ed. Elliott Schwartz and Barney Childs (New York, Chicago & San 
Francisco: Holt, Rinehart and Winston, 1967) 197. 
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images distributed over it.82 
Similarly, the two-dimensional model made it possible for Feldman to bind the 
rather diverse elements of Intermission 5 to a unified conceptual plane. For Feldman as 
a composer, the analogical model of the picture-plane served as a way of 
conceptualising the organisation and structure of the musical work in quite specific 
ways. While demonstrated here in relation to Intermission 5, and in the context of 
Feldman's music of the early 1950s, the aesthetic and methodological implications of 
the two-dimensional model were of lifelong importance to Feldman. In 1984, at a 
seminar in Frankfurt, he explained: 
What I picked up from painting is what every art student knows. And it's called 
the picture plane. I substituted for my ears the aural plane and it's a kind of 
balance but it has nothing to do with foreground and background. It has to do with 
how do I keep it on the plane from falling off, from having the sound falling on the 
floor.83 
Feldman's personal connections and aesthetic affinities with the New York abstract 
expressionist painters of the 1950s are well known.84 Crucially, the discovery of the 
two-dimensional model and its application in Intermission 5 offers a unique mechanism 
for making direct, structural coll!parisons between musical and visual works. More 
specifically, the dramatic, asymmetrical broad gesture of Intermission 5 is so clearly 
akin to the structures of very many of Guston's early 1950s paintings and drawings 
that a formal homology must be identified.85 
Philip Guston was one of Feldman's closest friends, and in his pictures of the early 
1950s we sense not only a building-up of colour and surface structure out of the 
ground of pale under-painting (the white-noise of the total chromatic) but also a 
tendency to form the larger structures around asymmetrical 1h or 114 divisions of the 
canvas. The result, while often subtle on the surface, is strong in structure. A typical 
82 Clement Greenberg, '"American-Type" Painting' in Reading Abstract Expressionism: Context 
and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 2005) 205. 
83 Morton Feldman, 'XXX Anecdotes and Drawings' in Morton Feldman Essays. Ed. Walter 
Zimmerman (Kerpen: Beginner Press, 1985) 168. Seminar given in Frankfurt, February 
1984. [Transcribed by Gerhard Westerrath, translated by Hanfried Blume] 
84 See, for example, Jonathan Bernard, 'Feldman's Painters' in The New York Schools of Music 
and the Visual Arts Ed. Steven Johnson (New York, London: Routledge, 2002) 173-216. 
85 Refer, for example, to Guston's Attar [1953], reproduced in Sebastian Claren, Neither: Die 
Musik Morton Feldmans. (Wolke, 2000) 290. 
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example may be found in Attar (1953), a painting which Feldman owned.86 Here, the 
lower right of the canvas is dominated by a great pinkish-red form, cantilevered from a 
plinth built upon a 2:1 division of the base-line of the canvas. The eye is drawn 
diagonally across the canvas to the point where the cantilevered form strikes the 
middle of the left edge of the frame. Such structures are common in Guston's work of 
the early 1950s, both paintings and drawings.87 
In a sense the structural analogy with Feldman's music is even clearer in Guston's 
drawings (many of which were in fact sketches for paintings), where the viewer is less 
distracted by colour; here we may see the organisation of form and space in an explicit 
black-on-white medium. Among these works are many images of similar 
asymmetrical, cantilevered forms-and in the high-contrast of ink marks against white 
paper we can clearly see the almost architectural manner with which Guston engineers 
the structures from horizontal platforms, beams and vertical pillars. The division of the 
picture-plane into thirds, both horizontally and vertically, is frequently of explicit 
importance. Within these stronglybuilt structures based upon third-divisions, we may 
also note Guston's lighter sensitivity to the 1:1 divisions, as secondary structures hover 
around, or sometimes seem to veer towards or away from, the implicit centre-lines, as 
observed also in Intermission 5. 
Very similar cantilevered forms are to be found in the early 1950s paintings of Franz 
Kline, another artist who was well-known personally to Feldman. Some pieces are, in 
their structural elements, almost identical to the works of Guston discussed above. 
Kline's stark black and white style is of course utterly unlike Guston' s painted pallette, 
and his very different way of approaching the canvas results in an equally different 
surface texture. Beneath this surface of colour and texture, the structures are more than 
just similar-although the 1:1 canvas-division is often more strongly defined in Kline 
than in Guston. Kline's Painting No. 11 (1951)88 is a particularly significant work in the 
context of the present discussion, in which the canvas is divided roughly in the 
86 Ibid. 
87 See Magdalena Dabrovski, The Drawings of Philip Guston (New York: The Museum of 
Modern Art, New York, 1988). 
88 Reproduced in Harry F. Gaugh, Franz Kline (New York, London, Paris: Abbeville Press, 
1985) 100. 
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proportion 1:2 by a horizontal line (slightly askew), and then each of these parts 
divided again, the lower into thirds and the upper in half. We might depict this 
structure schematically: 
Figure 17: Diagrammatic representation of Franz 
Kline's Painting No. 11 (1951). 
This painting is a particularly explicit representation of the structural principles 
which inform the works of Feldman, Guston and Kline in the early 1950s: the canvas 
partitioned, and partitioned again, horizontally and vertically.89 Note that one effect in 
this painting is to create two horizontal planes of organisation, one forming a spatial 
diptych, the other a triptych. This is comparable to the time-structures evident in 
Intermission 5, which are on the s_urface binary, but ternary on the deeper level of the 
chromatic field. In addition, there is a strong sense of controlled balance between 
horizontal and vertical forces, and an ambiguity in so far as neither quite dominates 
the space. That Feldman felt some particularly close affinity with the work of Guston 
and Kline in terms of structure, and that the three of them had this in common was 
made explicit in a reminiscence contained in the 1972 essay 'A Compositional 
Problem'. Here, Feldman discusses by analogy the dichotomy in music between 
instrumental colour and structure: 
Franz Kline once told me that it was only rarely that color did not act as an 
intrusion into his painting. Guston, too, felt this. Most crucial to him was the 
89 Another layer of significance in th~se forms is that both Feldman and Kline were, in the 
1950s, engaged in a dialogue with the work of Mondrian. See Harry F. Gaugh, Franz Kline 
(New York, London, Paris: Abbeville Press, 1985) 97. The critic Thomas Hess described 
Kline's works of the early 1950s as 'melted Mondrians'. See Thomas Hess, 'Mondrian and 
New York Painting' in Six Painters (Houston: University of St. Thomas, 1967) 12. Mondrian 
was the subject of an early argument between Feldman and Boulez (who preferred Klee). 
See Pierre Boulez and John Cage, The Boulez-Cage Correspondence Ed. Jean-Jacques Nattiez, 
Tr. and ed. Robert Samuels (Cambridge University Press, 1993). 
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immediacy of where the forms were placed ( ... )90 
He added, 'I began to feel that the sounds were not concerned with my ideas of 
symmetry and design, that they wanted to sing of other things'91 (my emphasis). It would 
seem that for Feldman, as for Kline and Guston, there was a perception that colour 
(whether of paint or of sound) might be in conflict with structure and form ('symmetry 
and design'). As Catherine Hirata has pointed out, the idea of the emphasis of sound 
over structure has been often understood too simplistically in relation to Feldman's 
work- and in any case might be more properly a Cagean notion than one of prime 
importance to Feldman, who seems in so many ways to have been resistant to the 
allure of the extravagant new sound-palettes explored by his contemporaries.92 I would 
suggest that many of the difficulties in understanding Feldman's 1950s music might be 
resolved through close examination of his notions of 'symmetry and design'. The very 
phrase itself echoes Wolpe' s teaching, and places Feldman firmly in a tradition which 
stems from Wolpe's involvement with the Bauhaus in the 1920s.93 
vii 
This chapter does not, and cannot, present a comprehensive analysis of Intermission 5. 
In many respects, it should be understood as a preliminary study. At any point, the 
analysis of either the work itself, the sources, or the historical context might be opened 
up to further investigation. In the analysis of Intermission 5 presented here, we have 
seen that the placement of many prominent sound events upon the axis of time was 
determined by proportional division of the work's duration, and also with an 
awareness of the proportional relations between the various subdivided sections. 
Furthermore, the disposition of pitch-materials is shown to be similarly proportional in 
90 Morton Feldman, 'A Compositional Problem' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 110. 
91 Ibid., 110-111. 
92 Catherine Hirata, Analyzing the Music of Morton Feldman. (Ph.D. Diss., Columbia University, 
2003) 32, fn. 5. 
93 See Austin Clarkson, 'Stefan Wolpe and Abstract Expressionism' in The New York Schools of 
Music and the Visual Arts Ed. Steven Johnson (New York, London: Routledge, 2002) 76-77; 
Matthew Greenbaum, 'The Proportions of Density 21.5: Wolpean Symmetries in the Music 
of Edgard Varese' in On the Music of Stefan Wolpe: Essays and Recollections Ed. Austin 
Clarkson (Hillsdale, NY: Pendragon Press, 2003) 207-208; and also Clement Jewitt, 'Music 
at the Bauhaus, 1919-1933' Tempo New Series 213. (July 2000) 5-11. 
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relation to the overall span of the vertical pitch-space, and also in terms of the inter-
relation of individual notes and their neighbours (on several planes of activity). While 
there is more that might be said about the structures of this work, this much is clear: 
Intermission 5 is indeed carefully and intelligently controlled with regard to structures 
of both pitch and time, and that in the deployment of materials in the space defined by 
these axes, forms arise which may be described as 'crystalline'. 
It is of particular note that many of the structures of this work are unusually 
explicit. For example, the clear partition of the final quarter of the time-span, together 
with the deployment in this space of a closely defined chromatic set emphasised by 
repetition, offers a point of leverage with which the analyst may begin to excavate the 
less obvious structures. In many other Feldman works (Piano Piece 1952, for example) 
the task is not so straightforward. 
This analysis has revealed several general compositional characteristics and 
processes that serve to illustrate Feldman's methods, and also explain to some extent 
the formal attributes of his work as represented by Intermission 5. Further to the 
proportional subdivision of the pitch-space and the time-line, we have identified this as 
pertaining most explicitly to the -two-dimensional conceptual model found in the 
composer's sketchbooks of the early 1950s. Also fundamental to the understanding of 
Intermission 5 developed here, is the idea that Feldman's elementary ground of sound 
material is the chromatic field, or twelve-tone aggregate. The field is deployed over 
several clearly defined sections of the work in a 'weighted' form, according to which 
certain pitch-classes are sounded more than others thus emphasising some by 
repetition and others by scarcity. 
While this present discussion is in many ways merely a beginning, on the basis of 
this analysis it is nevertheless possible to make some observations concerning 
Feldman's position in the field of cultural production at this time. For example, while 
much of Feldman's thinking clearly derived from Varese (both directly and via Wolpe), 
in the matter of the two-dimensional model the thinking of the two composers 
diverged markedly. Perhaps most striking of all, however, the analysis reveals very 
clearly that this work and Cage's work of the period had much less in common than 
92 
has been commonly supposed. Intermission 5 exhibits none of the characteristics which 
Cage admired in Feldman's graphic scores. It shows no sign whatsoever of the 
application of chance procedures and does not allow for indeterminacy of performance 
in any unconventional way. This music differs from Cage's not merely in terms of 
significance or meaning but in the very nature of its essential structures. 
Even at this early stage of his career, Feldman was staking out his own territory 
within the field of production. In the establishment and maintenance of such a position 
in relation to colleagues/competitors, oppositions are as crucial as affinities. Just as the 
publicly personal link between Cage and Feldman was crucial to both, so too was the 
fundamental conflict evident in the work. In contrast, we may observe that Intermission 
5 has strong affinities with the contemporary work of both Feldman's teachers, Riegger 
and Wolpe. These affinities are many: of the twelve-tone materials; of the 
counterpointed layers and planes; of the visual analogy; of the abstraction of music in 
terms of crystalline forms suspended in a space between the vertical and horizontal 
axes of pitch over time.94 
Perhaps most important of all, however, is Feldman's unwillingness to give up the 
94 A valuable insight into Riegger's compositional interests is offered by New and Old: Twelve 
Pieces for Piano, an album of piano pieces for students published with analytical notes by 
the composer. Crucially, this pedagogical work dates from the period of the early 1940s 
when Feldman was Riegger's composition student. In piece four, The Twelve Tones, Riegger 
illustrates a simple use of a row by dividing the row into two sets of eight and four notes 
each, and emphasising the four-note set by repetition. In piece six, Twelve Upside Down, 
which uses the row inverted, Riegger uses this same technique of repetition within a 
statement of the row/aggregate to bring subsets to the listener's attention. In both cases, he 
discusses this explicitly in his analytical notes. Another piece in the set relevant to 
Feldman's work is Polytonality. Here, Riegger is not simply writing layered voices in 
different keys; in fact the motives are not tonal at all, lzut constructed using sets of notes 
drawn from diatonic collections with different centers. It is rather more subtle than the title 
suggests, and in his notes, Riegger stresses the listener's experience. Does the listener hear 
one key as right and the other as wrong, or in conflict with it? Can a listener hear two keys/ 
collections at once? Riegger suggests that all this is dependent upon the composer's 
handling of the 'situation', and that in this piece he anticipates that the listener will 
'unconsciously' alternate between the two keys and in only one passage hear a 'genuine 
polytonality'. Note that Riegger uses these collections not only as two diatonic collections 
in opposition, but with a sense of their mutual function as subsets of the aggregate. Also of 
interest in terms of Feldman's later work is the piece demonstrating Seegerian 'dissonant 
counterpoint', while the piece concerned with clusters is chiefly notable for the fact that 
there are few genuine clusters in it at all-rather, Riegger is using carefully designed 'thick' 
chords. Wallingford Riegger, New and Old: Twelve Pieces for Piano (Boosey and Hawkes, 
1944). 
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composer's prerogative of control (an individual exercise of will, in the nineteenth 
century sense). Even as late as 1977, Feldman would tell an interviewer 'My biggest 
complaint-and I have to quote Nietzsche on this one-( quote) 'The world of 
distinction is lost".95 Feldman's sounds are, in this work at least, always carefully 
placed, with deliberation. In this, as also in his choice of instrument, one might argue 
that Feldman's work was both conservative (with all that the term implies) and 
nostalgic. Feldman was a middle-class New Yorker, with a finely tuned affinity for a 
lost European heritage of the imagination. In part, his music is concerned with the 
recovery (or better, reinvention) of that imagined heritage. Feldman's apparent 
political neutrality in fact reveals his true position, which is not so much neutral as 
(awkwardly) bourgeois. The space which Feldman occupied in the field, defined by 
allegiances and antagonisms of many kinds, is indeed complex and ambiguous. But 
this is much more than just a space in which a career is acted out-it is above all the 
space of tensioned ambiguity within which the work itself resonates. 
95 Stuart Morgan, 'Pie-Slicing and Small Moves: Morton Feldman in Conversation with Stuart 
Morgan' [1977] in Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris 
Villars (London: Hyphen Press, 2006) 84. Nietzschean philosophy has been identified as 
one of the important influences on the abstract expressionist painters from the late 1940s. 
See Ellen Landau, 'Abstract Expressionism: Changing Methodologies for Interpreting 
Meaning' in Reading Abstract Expressionism: Context and Critique Ed. Ellen Landau (New 
Haven and London: Yale University Press, 2005) 9-10. 
94 
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Chapter Three 
Piano Piece 1952: 'a discipline of vagueness' 1 
Piano Piece 1952 is rather unusual among Feldman's works of the 1950s, and certainly 
among the piano pieces. Despite a richness of pitch-content, it presents a surface of 
implacably straight-jacketed rigidity of rhythm and kinetic motion. In a sense, the piece 
may be said to be founded upon the simple alternation of right and left hands, note by 
note. Far from being relaxed and meditatively beautiful, the work's contrived and rigid 
system results in a surface structure that is almost unbearable, appalling even, for both 
performer and audience alike. 
In the peculiar conceit of notating a piece entirely in dotted quarter-notes, this work 
is not quite alone in Feldman's 1950s music; Intermission 6 was sketched in a somewhat 
similar manner (although the published version was re-notated), and as late as 1960 we 
find a similar notational device (albeit not so strict) in the unpublished Piece for Seven 
Instruments.2 The effect with Piar:o Piece 1952 is somewhat disorienting, in so far as it 
would not matter what note-value the sound-events were, as they are all of equal 
length. Feldman certainly did have a mysterious fascination with triple time (usually as 
3/8 or 3/16) in the early and middle 1950s, but Piano Piece 1952 seems a bizarre 
manifestation of this, as its smallest unit of measure is the dotted quarter-note; the 
triple-eighth note subdivision is purely abstract and conceptual. On the other hand, if 
there was ever a Feldman work that could be described as 'flat' (in a broader sense 
than simply quiet)3, this is it: Piano Piece 19~· is certainly flat in terms of the small-scale 
rhythmic articulation of the time-canvas, and perhaps of all Feldman's works the most 
1 Harold Rosenberg, 'The American Action Painters' in Reading Abstract Expressionism: 
Context and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 
2005) 194. 
2 Both manuscripts in Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. For 
discussion of Intermission 6, see Chapter Four of this thesis. 
3 Feldman explained to Paula Ames that he wanted the performer's interaction with the 
piano (any specific piano, not the generic one) to give rise to subtle variation of dynamic 
and tone-colour, even in passages marked as all quiet. Paula Ames, 'Piano (1977)' in The 
Music of Morton Feldman. Ed. Thomas DeLio (Westport & London: Greenwood Press, 1996) 
137-138. 
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comparable to Jackson Pollock's all-over painting. 
My analytical interest in Piano Piece 1952 began with puzzlement about what might 
be going on beneath the rhythmically blank surface; surely, I wondered, the notes must 
have come from somewhere, whether by a chance-driven procedure or something else. 
I am not the first to wonder about this piece, of course. It was specifically of Piano Piece 
1952 that Christian Wolff was writing when he voiced his oft-quoted opinion that 'The 
music appears to be unanalyzable.'4 More interesting, as noted in Chapter One, is the 
fact that Wolff went on to write a page or so of quite perceptive analysis, noting a 
number of distinctly audible internal structures. In terms of pitch content, it seems, the 
work is not featureless after all-there are indeed notable formations, and even 
recurring patterns. Experientially, Wolff took the view that the rhythmic stasis 'erases, 
as Feldman might have said, the memory of what precedes, or, one could say, stills the 
impulse to connect and the habit of conceptualising'.5 Is it not also possible, however, 
that the effect might be quite the opposite for an active listener, as indeed Wolff was 
himself-that the rhythmic stasis might have the effect of throwing any such pitch-
related patterns, structures or continuities into high relief? Perhaps even some 
continuities of such subtlety that in a mor~ rhythmically varied work they might pass 
unnoticed? 
But there is something even more peculiar about Piano Piece 1952: examination of 
the sketchbook manuscripts reveals that the work was originally composed-to a 
completed state-as a pair of contrasting pieces, of which the published work is the 
second. Luciano Berio, interestingly, remarked on the piece's' dialectic' after an early 
performance, 6 which makes one wonder whether this performance included the 
-
unpublished companion-piece. The event is otherwise undocumented so there's no 
way to be sure, but it is certainly possible that Feldman deleted the first of the two 
pieces after hearing a performance.7 
4 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
5 Ibid. 
6 Ibid. 
7 Berio was at Tanglewood during the summer of 1952, and afterwards in New York before 
returning to Italy. The performance with Berio and Wolff present must have taken place 
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In this chapter, I will examine Piano Piece 1952 in the light of the structuring of time 
and pitch in Intermission 5 as discussed in the previous chapter. This analysis 
demonstrates that a similar manner of proportional structuring of time and pitch is 
evident, but the unique qualities of Piano Piece 1952 make it possible to examine closely 
the pitch organisation divorced, in a sense, from rhythm and also without the potential 
complication of vertically sounded aggregations (chords). We shall see that while Piano 
Piece 1952 is, like Intermission 5, built with a finely-honed deployment of chromatic 
fields spread over spaces of time, there is also a clear layer of pitch-organisation that 
depends upon the recognition of smaller repeated sets (commonly dyads, trichords 
and tetrachords). 
The discovery of the hitherto unknown companion-piece offers a unique 
opportunity to investigate Feldman's decision-making as a composer in relation to the 
initial design of the work and the subsequent decision to delete the first of the two 
pieces. In the later 1950s, Feldman made more frequent essays in multi-movement 
form. (See, for example, Three Pieces for Piano, Two Pieces for Two Pianos, Two Pieces for 
Six Instruments). It is likely that Feldman's understanding of the two-part work was in 
some ways derived from Wolpe .• In 1980, Feldman expressed a special interest in this 
aspect of Wolpe' s work: 
I'm very interested in the two-movement form that he developed. I think that 
he developed a very interesting two-movement form that works fantastically for 
him. I don't think anyone else could work it as well as he did it. And I'm interested 
in music In Two Parts, and I'm interested in ... the String Quartet is a masterpiece.8 
It seems possible, then, that the original two-movement form of Piano Piece 1952 was 
an attempt on Feldman's part to construct a characteristically Wolpean form. For some 
reason, he subsequently deemed it necessary to dismember the work. This decision, 
rather than resulting from a perceived success or failure of the piece in its original 
form, may well have had something to do with Feldman's relationship with Wolpe at 
this time and indeed, more properly, the relation between Feldman's work and 
during this time, in the late summer or autumn of 1952. See David Osmond-Smith, Berio 
(Oxford & New York: Oxford University Press, 1991) 11. 
8 Austin Clarkson, 'Conversation about Stefan Wolpe: 13 November 1980' in Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen Press, 
2006) 105. 
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Wolpe' s as positioned within the dynamic of the field of cultural production. 
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Figure 1: Transcript of autograph page showing the closing section of the unpublished part of 
Feldman, Piano Piece 1952, together with the opening of the published work. System layout and 
annotations are Feldman's. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. Copyright 
©by C. F. Peters Corporation. All rights reserved. Used by permission. 
ii 
The undated sketch manuscript of Piano Piece 1952 is in a fragmented state.9 Several 
loose pages of autograph are contained in a sketchbook which contains material mostly 
from 1951. A further couple of pages are contained in a later sketchbook, from which, it 
appears, the loose pages were tom; this later sketchbook contains material from 1953-
55. In addition to the complete sketch of the published Piano Piece 1952, I have 
identified two pages of material belonging to the unpublished work, one of which is 
the ending shown in Figure 1.10 The other fragment (Fig. 2) may or may not be 
contiguous with the final page. There is an early copy of the piece in David Tudor's 
papers, which follows closely the sketch of Piano Piece 1952 (the second piece only).11 
9 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman] 
10 For legibility, I have given the examples in transcription, rather than as photographic 
reproduction. Feldman's layout and annotations have been retained. 
11 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 186, 6. 
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The Tudor copy retains the bar-lines, but has no tempo or dynamic markings. 
p 
Figure 2: Transcript of autograph page showing a fragment of the unpublished part of Morton 
Feldman, Piano Piece 1952. System layout and annotations are Feldman's. Basel, Paul Sacher 
Stiftung [Sammlung Morton Feldman]. Copyright© by C. F. Peters Corporation. All rights 
reserved. Used by permission. 
Piano Piece 1952 was first published by Edition Peters (New York) in 1962.12 As with 
the other two works discussed in this thesis, the piece has been published twice; the 
original edition was a holograph of a neat copy made by Feldman himself, 13 while a 
computer-engraved version published in 2000 is based directly and solely upon the 
previous edition.14 Apart from the deletion of the first part, the major differences 
between the published scores and the sketch are the removal of bar-lines and 
metronome speed, and the omission of an Bba sign on the second note (most likely a 
copying error).15 The published piece has no bar-lines and consists of an unbroken 
stream of 171 dotted quarter-notes, alternating strictly between right hand and left 
hand. In this sense it is perhaps the most rigidly systematic of all Feldman's 
compositions, obeying this conceptual (and kinetic) rule throughout. 
Perhaps because of the lack of dynamic, rhythmic, textural or gestural variety, the 
12 Morton Feldman, Piano Piece 1952. (New York: Edition Peters, 1962). 
13 Buffalo, Music Library, University at Buffalo, The State University of New York [C. F. 
Peters Collection of Morton Feldman Manuscripts, 1961-1969] Mus. Arc. 2.4, Box 2, 27. 
14 Morton Feldman, Piano Piece 1952 in Solo Piano Works 1950-64. Ed. Volker Straebel (New 
York, London, Frankfurt, Leipzig: Edition Peters, 2000) 6-7. 
15 The Tudor copy conforms to the sketch in this case. A strong case could be made for 
reinstating Al as the second note of the work, rather than the published A2. 
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work has been less often performed than other Feldman works of the 1950s, and there 
are few recordings of it.16 The first documented performance of the work (or, to be 
exact, a work with this title) took place in 1959, with David Tudor as pianist.17 It is 
quite likely that the work had been heard before this, if only in a semi-private studio 
performance (Wolff and Berio may have heard such a performance)18-and we cannot 
be certain of its title before 1959. It is not possible to be certain when Feldman made the 
decision to delete the first piece, but it was most likely before the 1959 performance (for 
which the Tudor copy was presumably made), by which time the work had acquired 
its present title. 
In my transcription of the manuscript (Fig. 1) we can see the end of the unpublished 
work and the beginning of Piano Piece 1952. Note that in the original manuscript (but 
not in my copy) the two systems showing the end of the unpublished work are heavily 
crossed out. We may observe that the first piece was completed; Feldman even 
indicates a timing of two minutes. Most important, however, is the annotation between 
the two pieces, where Feldman wrote 'The music is in II parts. The first explosive and 
fleeting in character the II quiet'. In the light of this, the peculiarly mechanistic flatness 
of the published Piano Piece 1952 takes on .a new significance: it is a work in which 
Feldman has as much as possible eliminated all contrast of dynamic and rhythmic 
gesture (and in so doing emphasised the elements of pitch, interval and register) for the 
express purpose of making a clear contrast with the unpublished piece. The published 
piece is quiet in more than just the dynamic sense; it is also gesturally, texturally and 
rhythmically 'quiet' in comparison to the other, unpublished part. This quietness, as 
Berio perceptively pointed out, is the direct result of a dialectic process-in Feldman's 
creative imagination (as far as the original diptych was concerned) the sounds were 
patently not all quiet, or slow. Part of the unease we feel listening to Piano Piece 1952 as 
16 Although there do exist several valuable recordings of Feldman himself playing, I am not 
aware of any such primary source recording of Piano Piece 1952. 
17 See Volker Straebel's notes to the new edition of the work published in Morton Feldman: 
Solo Piano Works 1950-64, Edition Peters, New York, 2000. Note, however, that he gives 1951 
incorrectly instead of 1959. Claren gives the correct date of 2 March 1959. See Sebastian 
Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 553. 
18 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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published, may derive from an unconscious sense that something is missing, as though 
we are (as is indeed the case) hearing only one side of an argument. 
Regarding the dating of the work, we are faced with a similar situation to that of 
Intermission 5. The manuscript described above, held by the Paul Sacher Stiftung, is 
undated and fragmentary. Further, it is scattered between two sketchbooks which 
range in material from 1951 through to 1955. Given that our first dated documentation 
of the work is as late as 1959, we should perhaps exercise caution in assuming that the 
work was actually composed in 1952, even though Feldman presumably thought that it 
had been; it is at least possible that the date was conjectural. Given the numerological 
tendency identified by David Nicholls, 19 the metronome marking of 52 may be a clue as 
to the date, or it may simply be what Feldman based his conjecture upon when 
preparing the work for publication in 1962 (the metronome marking was not retained 
in the published version of the piece). While many gestures of the unpublished work 
seem to hark back to Intermissions 1 and 2 of 1950, the published piece, with its 
progress of unchanging dotted quarter-notes, most closely resembles the original 
sketch for Intermission 6 which is conventionally dated (on admittedly slim evidence) to 
6November1953.20 Piano Piece 1?52 may have been composed in 1952, or indeed 
almost any time between 1951and1955. Feldman's later attribution of the work to 1952 
seems to be supported by Christian Wolff's reminiscence of attending a performance 
with Berio in that year but such anecdotal evidence cannot be relied upon without 
further corroboration. 
Like Intermission 5, it was never released on LP record. In contrast, however, the 
piece has only appeared twice on CD to the time of writing, 21 compared to Intermission 
S's seven times-Piano Piece 1952, it would seem, is not popular Feldman. The two 
recordings differ gigantically in duration; one performance taking 8:47 
(minutes:seconds), the other 3:35. There is no known primary-source recording of 
Feldman performing the work. 
19 David Nicholls, 'Getting Rid of the Glue: The Music of the New York School' The New York 
Schools of Music and Visual Arts. Ed. Steven Johnson (New York & London: Routledge, 2002) 
30. 
20 See Chapter Four for discussion of the dating problems related to Intermission 6. 
21 Steffen Schleiermacher, Morton Feldman: Early Piano Works CD (hat[now]ART 138, 2003); 
John Tilbury, Morton Feldman All Piano (1950 - 1986) 4 CD set (LondonHALL do13, 1999). 
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For the sake of clarity in the analytical discussion which follows, I will refer to the 
two parts of the work as Piano Piece 1952a (the unpublished part), and Piano Piece 1952b 
(the published work). 
iii 
Many of the crucial differences between the two pieces are immediately apparent. 
Piano Piece 1952a is not only designed to contrast with its twin (fraternal rather than 
identical), but is explicitly concerned with contrasts; there is a relatively great range of 
note-durations, dynamics and gestures. I say relatively, because the variety is extreme 
only in comparison with Piano Piece 1952b, which has one note-duration, a flat dynamic 
level and consists, one might argue, of a single uninterrupted gesture.22 Compared with 
other piano music produced by Feldman's immediate circle at this time-John Cage's 
Seven Haiku (1951-2), 4'33" (1952), Earle Brown's Perspectives (1952), Wolpe's Seven 
Pieces for Three Pianos, Boulez's Second Sonata (composed 1948, first heard in New York 
1950)23 or Christian Wolff's For Piano (1952)-the palette of sounds and performance 
demands are strikingly conservative even as he aimed to create music that is 'explosive 
and fleeting' and to maximise contrast between the pair of pieces. Dynamics and 
articulations are hardly extravagant, rhythmic gestures are quite simple and 
straightforward, and there are no piano preparations or special playing techniques. 
Perhaps this may have been one factor in Feldman's decision to repress the 
unpublished work: it might not have been heard as 'explosive' in comparison to the 
contemporary work of his colleagues. This perspective serves to highlight essential 
differences between Feldman's aesthetic outlook (and his approach to musical 
material) and that of his contemporary colleagues. It is also possible, however, to view 
the contrast between the two parts of Piano Piece 1952 as echoing to some extent the 
developing aesthetic rift between Cage and Boulez. Feldman is perhaps striving to 
create and occupy a middle ground between the two extremes of Cage's 4'33" on the 
22 Comparison between the published score and the manuscript is illuminating: in the 
original sketch Feldman drew a bar-line after every note (implying a time signature of 3/8) 
whereas in the published version the entire work presented literally as a single measure. 
Perhaps this change indicates some adjustment of vertical versus horizontal perception. 
23 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 70, f. 4. hlli2.;LL 
www.getty.edu/research/conducting research/digitized collections/davidtudor/zoom/zoo 
m grl tudor271.html (accessed 27 December 2007). 
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one hand and Boulez' Structures I on the other (both composed in the period of 1951-
1952). 
Despite the relatively subdued nature of Feldman's music, its conservatism even, 
the forte/piano contrasts in the unpublished work clearly associate it with a group of 
other early 1950s pieces exhibiting similarly extreme dynamic organisation: the 
Extensions series, Intermission 4, and Intermission 5. The dynamic quietness of Piano 
Piece 1952 is similarly well precedented in previous works, and also the work of the 
later 1950s, which largely avoids dynamic contrast. In composing this pair of piano 
pieces Feldman was enacting a long-standing tension in his creative work; and in 
making the choice to delete the more gestural, contrasted piece, we witness a creative 
decision with deep and long-lasting consequences for Feldman's creative trajectory. 
Given the fragmentary nature of the manuscript for the unpublished work, it is not 
possible to make comparisons in terms of the larger-scale architecture of the two 
works. It may be observed, however, that Feldman indicated a timing of two minutes 
for the unpublished work, and we may deduce from this that it was shorter than Piano 
Piece 1952b. 
In range, Piano Piece 1952 as published spans 80 of the piano's 88 notes, of which 
only 65 are actually used. The usage of notes is heavily weighted to the central octaves 
of the keyboard, thinning out gradually in the higher range and more abruptly at the 
lower extreme. For three octaves across the mid-range every note is used at least once 
and some many times over. Few and used sparingly, the lowest notes in the piece are 
distinct outliers, if less dramatically so than the lowest notes of Intermission 5. 
The least conventional aspect of Piano Pif!_ce 1952a is the use of very long silences, 
and this is perhaps one aspect of the work that does show an influence of Cage and 
also has a connection to the contemporaneous work of Christian Wolff (who was 
Cage's student). I am thinking here of the Cagean notion that silence and sound are of 
equal importance as musical materials: 'Bu.t now there are silences and the words help 
make the silences.( ... ) We need not fear these silences-we may love them'.24 Wolpe's 
observations regarding Wolff's For Piano are also applicable to Feldman's unpublished 
24 John Cage, 'Lecture on Nothing' [1949/50] in Silence: Lectures and Writings, (London: Marion 
Boyars, 1968) 109-110. 
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piece under discussion: 'Music of this kind consists of a series of standstills, or of the 
last phases of a motion brought to rest'. 25 In contrast, the published Piano Piece 1952, 
despite its quiet slowness, has no still-points and its implacable motion is never 
brought to rest until the very end. From a Cagean perspective, moreover, we might say 
that the work takes on a peculiarly suffocated (or suffocating) quality due to the lack of 
silences. 
In the unpublished work, conversely, enormous silences, five and nine bars in 
length, break up the scattered note-gestures. There are also many rests of shorter 
duration, but where the smaller rests go together with the notes to make up musical 
gestures, the long silences are something altogether 'other'. These great silences are 
treated compositionally as quite distinct entities. The notes are mostly marked piano 
but on three occasions individual sound-events are marked forte, exploding out of a 
ground of quietness (or is it the other way round: do the silences interrupt the 
sounds?). Where Piano Piece 1952b is entirely made of quiet notes of uniform duration, 
the unpublished work has three materials: silence, quiet sounds (of varied duration 
and spacing), and occasional loud sounds. 
The idea of Piano Piece 1952b was, as Feldman tells us explicitly, to be 'quiet', but 
this is not the whole story. When we reflect upon the way in which Feldman has here 
reduced his compositional space to a flat plane in every aspect except that of pitch, we 
can appreciate that this is also part of the intended contrast between the two pieces. 
This is made more dramatic by the knowledge that Feldman then eliminated the 
explicit contrast by deleting the first piece altogether; Piano Piece 1952b is in itself so 
peculiar, however, that implicit oppositions are powerfully present. If Piano Piece 1952b 
has any sort of figurative content at all, it is contained in the organisation of pitch, and 
in making the decision to repress the companion piece Feldman indicated that 
whatever he ultimately wanted to be heard in this work, it is contained in Piano Piece 
1952. He did not require complex variety of rhythm, varied dynamic levels, or notes to 
be grouped into clearly audible directional gestures-which leaves the element of 
abstract pitch-organisation as the primary medium through which the composer is 
25 See Stefan Wolpe's discussion of Wolff's For Piano (1952) in Stefan Wolpe, 'On New (And 
Not-so-New) Music in America' [1956] Ed. Austin Clarkson in Journal of Music Theory, 1/28 
(Spring 1984) 25. 
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communicating. His message is inextricable from the aesthetic stance that this selection 
of materials implies. 
iv 
Despite the fragmentary nature of one of the pieces and the relative featureless-ness of 
the other, I seek to unravel the internal structures of the works, in the light of the 
observations made concerning Intermission 5. The two fragments of the unpublished 
work are, in a way, the easiest to manage. Since we cannot be sure that these two pages 
are even consecutive, they are best considered as separate entities. Each page also 
contains a long multi-measure silence, which might perhaps be thought to divide 
passages of note-activity. Beyond this level of detail, we must conjecture and 
experiment; it is not necessarily clear that the many shorter rests, for example, are 
divisions between figures or part of the figures. The complexities of pitch organisation 
in Intermission 5, within each chromatic field and also across larger areas of the piece 
(both horizontally (time) and vertically (register)), warn us to exercise caution. On the 
other hand, this unpublished work does have small, identifiable figures within what 
may be larger structures: the rising four-note figure, for example, which is repeated 
three times with different pitch ~ollections. Neither of the pieces under consideration 
here (the published or unpublished parts of Piano Piece 1952) has an obvious section of 
motivic repetition, after the manner of Intermission 5 or Structures (for string quartet), 
which might give a clue to one level of the pitch material's segmentation. 
Let us begin with the broad structures. We may note that the closing fragment 
presents the full chromatic field. Significantly, the pitch-class B is heard only once, as 
the first note on the page. Viewed from the.end backwards, then, the field is completed 
by this note. Feldman (as seen in Chapter 2) did not necessarily compose from 
beginning to end, but rather viewed the time-span as a canvas upon which he could 
work back and forth, viewing the total image as it developed in a 'crystalline', 
objectified form.26 In the other fragment of Piano Piece 1952a, a comparable chromatic 
26 See David Patterson, 'Cage and Beyond: An Annotated Interview with Christian Wolff' in 
Perspectives of New Music 32/2(Summer1994) 72; also Morton Feldman, 'XXX Anecdotes & 
Drawings' in Morton Feldman Essays. Ed. Walter Zimmermann (Kerpen: Beginner Press, 
1985) 168. [transcribed by Gerhard Westerrath from a seminar given in Frankfurt, 1984 
Translated by Hanfried Blume]. 
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density is evident; in the surviving fragments of the piece, then, we may observe a 
rather more consistent deployment of the chromatic fields than that of Intermission 5 
which was designed as a gradual thinning of the chromatic density over time. Piano 
Piece 1952a seems to be rather more obviously concerned with surface gesture (for 
example, the recurrent rising four-note motif, the long silences) than with the deep-
level, controlled structuring of the chromatic field. 
This is not to say, however, that there is no evidence of detailed manipulation of the 
pitch-materials. On the contrary, we may observe that the chromatic fields are, as in 
Intermission 5, weighted by repetitions of individual pitch-classes-and it is difficult 
not to interpret this weighting as hierarchical. In effect, Feldman has defined repetition 
sets, even if they are not as explicit as that of the closing section of Intermission 5. A 
powerful example of this is found in the final page of Piano Piece 1952a, where the 
trichord 0-F-G# is not only made quite prominent through repetition of the 
individual pitch-classes but allowed to sound quite distinctly as a set. Between 
measures three and four of the fragment (see Fig. 3), Feldman even allows the set to 
rise to the very surface of the aural experience, as we hear the three pitch-classes 
sounded in the same register, at which point one cannot help but hear the set 
enharmonically as a major triad (0-E#-G#). Whether sets like this formed identifiable 
motifs on a wider scale in the piece, or how they may form part of the larger design, 
cannot be determined-although similar strongly implied triadic formations are 
present in Piano Piece 1952b (as noted by Christian Wolff).27 Without the complete 
manuscript of the unpublished work, it is impossible to speculate about how these 
fragments might relate to the (lost) whole. Similarly, we cannot know if there are 
proportional divisions forming the durational architedure of the piece. 
27 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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Figure 3: Closing section of Feldman, Piano Piece 1952a, with notes of the C#-F-G# set circled. 
Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. Copyright ©by C. F. Peters 
Corporation. All rights reserved. Used by permission. 
It is certainly possible to identify aspects of the activation of certain registers as 
partitions of the vertical space at significant moments. Even at the very broad level of 
partitions of the total vertical space as sounded in one of these fragments, we may find 
suggestive activations of 1:1, 1:2, and 1:3 proportions (Fig. 4). Bear in mind, that the 
closing fragment in Figures 3 and 4 represents a complete chromatic field as mapped 
from the end of the piece. In addition, there is evidence of localised deployment of 
Wolpean proportions, similar to those observed in Intermission 5 (one example is 
shown in Fig. 4, mm. 4-5). 
2:1 (AS) 
5 
3:1 (D5) 5 
1:3 (Gll3) 1:1 (B~4) 
Figure 4: Closing section of Feldman, Piano Piece 1952a, with notes of the C#-F-G# set circled, 
and showing some proportional partitions of th~ vertical space. Basel, Paul Sacher Stiftung 
[Sammlung Morton Feldman]. Copyright© by C. F. Peters Corporation. All rights reserved. 
Used by permission. 
In the published Piano Piece 1952b, however, there are no discrete gestures, rhythmic 
motifs, silences or other convenient segmentation points. Aurally, the piece seems an 
endless string of notes; yet this perception of a string, a line, already hints that we are 
not dealing with something purely abstract. Mysterious figures, melodic fragments and 
chords are glimpsed beneath the work's surface in such a way that the listener cannot 
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always be certain whether they are truly present or illusory. Feldman, as Wolpe 
observed in 1956, may have been interested in 'the remnants of shapes that are barely 
heard at a distance' .28 There are, however, a few significantly identifiable features 
which may be useful: 
• the notes at the extremes of the piece's pitch-range are quite audibly 
prominent in their contexts, the lowest note in particular. 
• there are two points where the relentless right/left-hand, treble/bass 
alternations cross over each other in register. 
• there is one point where the hands meet at semitone-adjacent notes but do 
not cross. 
To consider each of these in turn, it is interesting that the highest and lowest notes 
of the piece occur quite close to each other in the first three systems (this is similar to 
Intermission 5). The highest note is an F#7 in the second system, while the lowest is BO in 
the third system. Thinking of the A-E-A bass-line of Intermission 5, we may observe the 
similar IC529 relationship between these two notes. 
The crossings between the two hands are also clearly visible in the score, and quite 
distinctly audible. The first occurs at the beginning of system five, and results in a four-
note rising gesture: 
Figure 5: Feldman, Piano Piece 1952b. The ascending 
gesture. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
28 Stefan Wolpe, 'On New (And Not-so-New) Music in America' [1956] Ed. Austin Clarkson 
in Journal of Music Theory, 1/28 (Spring 1984) 25. 
29 Interval Class 5, to describe the relation of a fourth or fifth (its inversion) in traditional 
terminology. 
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Such a gesture is impossible in the right-hand/left-hand system Feldman has set up 
for the work unless, as here, the hands cross over each other. It is worth reflecting upon 
the observable fact that the piece's fundamental motion as determined by the strict 
alternation of hands is one of high-low-high-low ... etc., so the extended single-direction 
movement made possible by the crossing of hands is highly significant. That Feldman 
was quite aware of this significance is demonstrated by the very sparing use of the 
hand-crossing gesture. It should hardly come as a surprise, given the balanced 
deliberation which seems to be behind so much of Feldman's compositional processes, 
that the second hand-crossing, in the very last system, results in a four-note downward 
gesture. It is also not insignificant that these two rare four-note gestures share two 
pitch-classes (G, m ): 
I System 10 I 
{I~ J 
Figure 6: Feldman, Piano Piece 1952b. The descending 
gesture. Copyright© by C. F. Peters Corporation. All rights 
reserved. Used by permission. 
Between these rising and falling figures, the meeting of hands in system seven is a 
point where chromatically adjacent notes are sounded by each hand in turn (Fig. 7). 
This meeting is, moreover, emphasised by the two hands hovering around the meeting 
point for at least six notes (the line is arguably projected further); it may be heard as a 
distinct levelling of the jagged, irregular leaps which characterise the rest of the piece. 
Centred on D4/H4, this plateau also highlights the exact 1:1 (symmetrical) partition of 
the vertical pitch-space. Importantly, the listener has a momentary sense of linearity 
developing out of the relentless verticality of the high-low-high-low motion. There are 
several places in the piece where such linearities are allowed to become audible (the 
two instances of hand crossing, for example, certainly have such an implication), 
although this is by far the most explicit. 
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Plateau of register 
Figure 7: Feldman, Piano Piece 1952b, system 7. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
A few of the other points at which aspects of linearity seem to arise out of the 
abstraction (to my ears, at least) may be summarised: 
• my attention is drawn to a triadic figure in the left hand of system 2 (G#2-
C3-Eb3) and this seems to create, for a few moments, a tenor-register voice 
which continues via the next note (B2) to the D3 a little further on (Fig. 8). This 
has the effect of suddenly crystallising a sense of proliferating voices, as the left 
hand breaks into several distinct registers around this line. 
sva 
# . 
Figure 8: Feldman, Piano Piece 1952b, system 2. Lines mark some aurally perceived 'voices'. 
Copyright© by C. F. Peters Corporation. All rights reserved. Used by permission. 
sva 
• overlaying this, is the left hand's grandiose plunge of two minor 9ths which, 
starting from a tenor register Eb4, descends to-Ebl, the second-lowest note in the 
piece. There is, moreover, an elegant economy about the two chromatically 
adjacent notes (in terms of pitch-class) which form the bridge between the two 
Ebs, defining a chromatic trichord. These downward leaps function as 
preparation for the more abrupt leap to the lowest note of all (BO) in the next 
system. Although abrupt in terms of register, it is surely no coincidence that 
this leap is also a minor 9th expanded by an octave (Fig. 9).The entire structure 
intersects with the symmetrical rise and fall of the pitch-classes E and F# in the 
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right hand. 
~ . 
# . 
minor 9th minor 9th 
highest note 
8Va 
__ # 
minor 9th 
Figure 9: Feldman, Piano Piece 1952b, systems 2-3. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
• All this left hand activity tends to draw attention away from the piece's 
highest note (F#7 in system 2), but the lowest note, in system three, stands out 
dramatically. The descending 4th interval E-B (IC5) in the left hand of system 
five seems to echo and reinforce this memorable B sonority (Fig. 10), rather like 
the fundamental A sonority in the bass of Intermission 5.30 
Figure 10: Feldman, Piano Piece 1952b, system 5. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
• Heralded by this E-B descending 4th, I hear what is very nearly a twelve-tone 
row, beginning from note 82 (m3 in system 5). Over the twelve note-events 
from this point on, we hear every pitch-class except C (F#/G~ is repeated in the 
30 ICS, as used here and in the bass-line of Intermission 5, clearly has powerful implications of 
tonality (in a harmonic, cadential sense), of which Feldman was no doubt conscious. 
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second hexachord). This section of high pitch-class density falls directly over 
the mid-point of the piece (E3 at note-event 86). It is surely not a mere 
coincidence that the pitch-class His here repeated, just as it was over the mid-
point of Intermission 5. 
11-pitch-class 'row' 
# . 
Figure 11: Feldman, Piano Piece 1952b, systems 5-6. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
• Further investigation reveals that this 12-note, 11-pitch-class segment 
intersects with another section of very high pitch-class density to form a 
complete twelve-tone aggregate over 13 notes between note-events 72 and 84 
(Figure 12). Repeating only one pitch-class (C~/D~ in this case-forming, with 
the H/G~ mentioned above, another IC5 relationship), this aggregate field 
shares three notes with the 11-pitch-class field which follows (m, D~, B). These 
three pitch-classes are of the set-type 013, and.we may note at this point that 
trichords of the pattern 013, 014, 015 etcetera are common in Feldman's music. 
More specifically, Thomas DeLio has shown in his detailed examination of Last 
Pieces #3 (1959) that interval classes 1 and 3 are of special significance in this 
work.31 
31 Thomas Delio, 'Last Pieces #3 (1959)' in The Music of Morton Feldman. Ed. Thomas DeLio 
(Westport & London: Greenwood Press, 1996). 
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Highest density chromatic field (13 note-events) 
--- # 
Figure 12: Feldman, Piano Piece 1952b, system 5. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
• We have already noted the pitch-plateau in system seven, which attracts the 
ear while highlighting the symmetrical partition of the pitch-space. In doing so, 
it projects a middle-range voice into the following section, and creates a three-
voiced texture (Fig. 13). We may aurally follow this through to the C#4 in the 
middle of system 8, at which point an extraordinary thing happens: the outer 
voices fall away as the middle voice splits into two. These two newly revealed 
voices unfold in contrary motion, prescribing symmetrical arcs as they return 
to the middle of the pitch-space in system 9 . Similar contrary-motion figures 
occur elsewhere in the piece (as in system 6, for example), but this instance is 
particularly dramatic-both on the page, and to the ear. 
I Systems 7-9 I Plateau of register 
J. 
{~~·----~~~~ 
{1~:!1f 
Figure 13: Feldman, Piano Piece 1952b, systems 7-9. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
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Many of these features, figures and gestures fall upon points of obvious 
proportional significance in terms of the proportional subdivision of the work. Most 
dramatically, the levelling out represented by the meeting of hands in system seven 
falls directly over the point of 2:1 division (213 of the duration of the work has elapsed at 
this point). Among other significantly placed audible structures, we may note that the 
highest note in the piece falls as close as can be possible to the 1:5 division of the piece 
(116), while the lowest is only about one note removed from the 1:3 (%) division-point. 
In so far as they represent a mixture of proportions, this manner of structuring time is 
similar to that observed in Intermission 5. 
At this stage of our investigation then, the significant features identified are thus 
(Fig. 14): 
1:5 1:3 Rising fig1,1re 1 :1 
(70-73) (note86) 
2 voices in 
2:1 contrary 
motion 
Descending 
fig1,1re (161-164) 
Wlllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllmllllllllllllllllllllllllllllll$111111111 
Highest Lowest 
note (29) note (42) 
1111111111 
Highest pitch-class 
density 
Registral plateau 
(111-116) 
Figure 14: Feldman, Piano Piece 1952b. Significant surface structures. 
At first glance (or first hearing), Piano Piece 1952 might perhaps give an impression 
of an almost random selection of notes. I think it is already clear, however, that closer 
listening and examination quickly reveals quite distinct and strategically positioned 
structures. As one delves further into the details of the work's fabric, this sensation of 
intelligent organisation deftly handled is confirmed on every level. 
Shape and interval were clearly important factors in Feldman's composition of this 
work, as indeed of other works of the 1950s. It is no coincidence that both aspects, of 
shape and interval, were crucial elements in the thinking and teaching of Wolpe. Even 
at the very end of his life, Feldman would write, 'I want to thank( ... ) Stefan Wolpe for 
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teaching me the plastic possibilities of musical shape'32 - and we might think of the 
remarkable geometric figures found in Piano Piece 1952b. 
Wolpe spoke of intervals with great intensity and passion. In his 1952 lecture 
'Thoughts on Pitch and Some Considerations Connected with It', Wolpe observed of 
interval class 1, 
( ... )the second (and all that goes with it) 
has lost much of its original beauty. 
But beauty, as always, is a matter of coordinated equivalents, 
among which this interval has still (and I'm sure for a good while) 
the importance of a principal axis-interval.33 
Meanwhile, 'a third is a third and sounds like it' (interval class 3 or 4).34 Elliott 
Carter has written about witnessing Wolpe give a similar lecture at Dartington in 1959. 
His description is worth quoting at some length, because it gives a vivid insight into 
Wolpe' s teaching on this very subject of interval: 
At once, sitting at the piano, he was caught up in a meditation on how 
wonderful these primary materials, intervals, were; playing each over and over 
again on the piano, singing, roaring. humming them, loudly, softly, quickly, 
slowly, short and detached or drawn out and expressive. All of us forgot time 
passing, when the class was to finish. As he led us from the smallest one, a minor 
second, to the largest, a major seventh-which took all afternoon-music was 
reborn, new light dawned, we all knew we would never again listen to music as 
we had. Stefan had made each of us experience very directly the living power of 
these primary elements.35 
Perhaps this is how we should try to hear Feldman's music-not passively as a 
succession of random, isolated sounds, but .}:Vith a great intensity of vivid experience 
expressed in all the complex relations between all the sounds within the frame of time 
and pitch. 
32 Morton Feldman, 'I Want to Thank' [1986] in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 202. 
33 Stefan Wolpe, 'Thoughts on Pitch and some Considerations Connected with It' [1952] in 
Perspectives of New Music 17/2 (1979) 55 [pages un-numbered]. 
34 Ibid., 57 [pages un-numbered]. 
35 Elliott Carter, Recollections of Stefan Wolpe 
http://www.wolpe.org/page 1/page 10/page 10.html#Elliott%20Carter (accessed 6 January 
2008) 
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In the previous chapter, I demonstrated that Feldman formed the broad structures of 
Intermission 5 around proportional divisions, each space thus defined associated with 
the deployment of a chromatic field. Piano Piece 1952b is made up of seven or eight 
chromatic fields rather than the three broad fields of Intermission 5. The work as a 
whole may be understood to have the chromatic field (in abstract) as its ground, at the 
same time as we may define a fairly regular cycling through the field as more-or-less 
distinct parts of the work-what I have identified as smaller-scale deployment of the 
chromatic field. This indicates a greater consistency of pitch-class density, relative to 
the earlier work, and a significant regularity of maintaining the aggregate 'in play' as it 
were, which strongly implies deliberate control rather than accident. The fields would 
average approximately 21-24 notes each, were they of equal density (approximating a 
1:1 dilution of the total chromatic in terms of repetitions); in fact, however, they are 
slightly irregular. As we have already seen, the middle of the piece has a relatively 
high pitch-class density (for example, the twelve pitch-classes over thirteen notes 
between note events 72-84). 
In the absence of obvious structural features, such as the motives and gestures in 
Intermission 5, it is difficult to be certain of where the exact boundaries of the aggregate 
fields fall in Piano Piece 1952b. Mapping them out from the beginning of the piece, 
perhaps the most obvious experimental solution, gives the following structure (Fig. 
15):36 
18 46 79 104 131 157 
II II II II lllllll II Ill lllllll llll II I Ill II II llll II I llll I llllll lllllll lllllll lllll II Ill lllllll Ill llll lllllll II l~lll llll II II II lllllll lllll I II II II Ill II 1111111111111111111111111111111 
Final field incomplete 
(F, G#, B missing) 
Figure 15: Feldman, Piano Piece 1952b. Chromatic fields mapped from the beginning of the 
work. 
36 The numbers given in the figures indicate the note-event at which a new field begins. 
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Although this gives a rough impression of the broad layout of the fields, they seem 
not to intersect with the significant features outlined above (section iv) in any 
particularly noteworthy manner. It is noteworthy, however, that the last field is not 
complete, but missing F, G#, and B (a diminished triad). The only way to (analytically) 
complete the final field is to map the fields from the end backwards (Fig. 16): 
16 44 72 85 119 138 
Ill Ill lllllllllllllllll II lllllll II lllll lllllll llll llll llllllllll lllllll lllllllll II lllll llll II Ill llllllllllll Ill llllllllll llllllllllll llllllll 11111111111111111111111111111111111 
First field 
incomplete 
(G, B missing) 
Figure 16: Feldman, Piano Piece 1952b. Fields mapped from the end of the work. 
The problem here, obviously, is that the first field in this case is incomplete. 
Crucially, however, the two notes needed to complete the opening field are in fact 
note-events 16 and 17, immediately subsequent. The first two fields may thus be 
understood to share these notes and overlap. Notice also that the field boundaries in 
the first half of the piece are not dissimilar to those of the preceding figure, suggesting 
that in some parts of the piece the models may be approximating Feldman's 
compositional structures. The boundary at note-event 44 is particularly interesting in 
that it coincides with the 1:3 division of the piece, and is also placed very close to the 
lowest note of the piece (42) which we have already noted as aurally significant. 
For the sake of comparison, Fig. 17 illustrates the division points as if deployed 
around the 2:1 point (marked by the registral plateau at 114-5). This confirms two 
things: first, our conjectured division points for the first half of the piece are accurate to 
a reasonable degree and second, the 2:1 point is somehow part of the pitch structure. 
Given that our attempts at division have also consistently indicated some 
structural/pitch node around note-event 131-138, I would suggest that the passage of 
two voices in contrary motion (as discussed above) is also proving to be important. 
Similarly, there seems to be a point of consistency around 156-7, where the final 
incomplete field begins in most solutions. 
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16 44 72 85 115 133 156 
I I I I I I I I I I I I I I II I I I I I I I I I I I I I I I I I I I I I I I I I Ill I I I I I I I I I I I I I I I I I I I I I I I I II I I I I I I I I I I II I I I I I I I I I I I I I I I I I I I I I I I I I I Ill I I I I I I I I I I I I I I  I I II I I 111111111111111111111111111111 
G,B 
missing 
F, G#, B 
missing 
Figure 17: Feldman, Piano Piece 1952b. Chromatic field boundaries as deployed around the 2:1 
partition of the work's duration. 
After much experiment with these and other possibilities, I have developed a model 
of the aggregate field boundaries which is built around the mid-point of the piece. This 
generates boundary-points which are particularly useful and which fit well with many 
of the features and structures identified as significant (Fig. 18). For example, sound-
events 16-17 are exactly the point at which I have proposed that the first two fields 
intersect, event 73 is the high point of the rising figure, while 131 is the commencement 
of the contrary-motion figure. 
16-17 44 73 100 131 157 
Ill I I Ill I llll Ill I II I I I Ill I I llllllllllllll llll I llllllllllllll llll I lllllllll I I I lllllllllll Ill I Ill llllllllllllll I lllllllll I II llllllllll 111111111111111111111111111111 
1:3 
. 
. 
1:1 
Figure 18: Feldman, Piano Piece 1952b. Chromatic field boundaries as deployed around the 1:1 
partition of the work's duration. 
This (Fig. 18) incorporates the boundaries at 16, 44, 73, 131 and 157 which other 
'"---· 
division-methods have already revealed as important. It is also interesting that the 
fields thus mapped are remarkably consistent in length, with the exception of the first 
and last, which have already been shown to be problematic or simply incomplete.37 The 
mid-point field, built symmetrically around note-event 86, has marked symmetries of 
pitch. Note, for example, that the pitch-class G which completes the field as worked 
37 There is precedent for this-I would argue, for example, that the final section of the first of 
Wolpe's Seven Pieces for Three Pianos (1951) represents a similarly incomplete chromatic 
field, in a work where the 12-tone aggregate is deployed in a structural manner similar to 
that observed in Intermission 5 and Piano Piece 1952. 
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out from the mid point, is represented by the 13th note-event on either side of the mid-
point, thus forming both the field boundaries. This central field also incorporates the 
region of highest pitch-class density in the entire work ( c. 72-93). 
This method of division does produce clear correspondences with the simple kinds 
of proportions that Feldman used in Intermission 5. The 1:3 point (note-event 43), for 
example, is one note removed from the lowest note in the piece and marks a chromatic 
field boundary in my model (the reader will recall that the lowest pitch of Intermission 
5 forms part of a complex structure built upon the 1:2 division of time). It is also clear, 
however, that in Piano Piece 1952b, quite a few other points of significance are placed at 
the exact mid-points of a field, just as the mid-point of the 4th field is the mid-point of 
the piece (see Fig. 19). 
1:3 and lowest 
note 1:1 the 
1111111111111!11i1~1111111111111111111~i1111111111111111111111i11111~1'1l1-11111il~lllllllllllll llllll1l.lllll lllllll1lillllllll 
. . . . . 
: : : ~ : : 
1:5 and 
highest note of 
piece 
1:2 111111111111 
Region of highest 
pitch-dass density 
begins with end of 
rising figure 
2:1 and registral 5:1 and end of End of 
plateau conh·ary motion falling 
figure figure 
Figure 19: Feldman, Piano Piece 1952b. Showing significances of the mid-points of the chromatic 
fields. 
With this diagram we have arrived at a working model, providing explanation for 
all the significant features identified so far in terms of both chromatic fields and 
proportional time-structure. To this point, my analysis is replicating and confirming 
the argument presented in the previous chapter: namely, that Feldman was building 
his pieces at this time around proportional divisions of duration in synchronisation 
with the deployment of twelve-tone chromatic fields. Seemingly an unstructured 
expanse of unrelated notes, Piano Piece 1952b is in fact decisively structured, and 
markedly symmetrical at the chromatic field level. Although we cannot know exactly 
the compositional procedures which gave rise to this intricate structural organisation, 
the model does reflect a reality of observable phenomena in the work. On this basis I 
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will adopt the model of field boundaries outlined above as the foundation for further 
investigation of Feldman's manipulation of pitch-material at a more detailed level. I 
aim to demonstrate here that even at the most detailed level of examination, we may 
discern the traces of the composer's hand controlling the pitch material. Thus, we may 
show that the work is not only structured in the broad frame of time and pitch, but that 
there are planned relationships between individual notes and sets of notes. 
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As we excavate the details of Piano Piece 1952, an archaeology of Feldman's pitch 
management, I am not trying to create the impression that Feldman's compositional 
practice may be reduced to some kind of formula. Rather, what we are exploring here 
are simply the basic materials of his craft and art, analogous perhaps to a painter's 
materials, and some of the consistent, identifiable ways in which those materials are 
handled. Feldman, like the abstract expressionist painters he knew, was an 
accomplished and well-trained artist who had a highly-developed understanding of 
the nature and possibilities of his materials. 
Within each of Feldman's chromatic fo~lds, we have noted that some pitch-classes 
are sounded more than once. This serves to emphasise select subsets of the twelve-tone 
aggregate. Precedent for the use of irregular serial rows, with pitch-classes either 
omitted or repeated, may be found also in Schoenberg (opp. 23 and 24) and also 
commonly in the works of Feldman's teacher Riegger (not to mention later examples in 
the work of Stravinsky, Berio, and others). There is a superficial similarity to Babbitt's 
much later concept of the 'weighted aggregate', although there is most likely little 
connection in a technical sense.38 Babbitt's weighted aggregates are produced by 
certain manipulations of an array of twelve-tone rows and result in formations which 
repeat pitch-classes and also omit pitch-classes. In reality, these are not twelve-tone 
materials in the literal sense, although derived therefrom, and in this lies their chief 
interest for Babbitt. Feldman's chromatic fields, on the other hand, are more usually 
complete aggregates-with only rare exceptions such as the ending of Piano Piece 1952b 
-and there is no solid evidence that he was deriving his material from any kind of 
38 For a brief discussion see Milton Babbitt, Words About Music Ed. Stephen Dembski and 
Joseph N. Straus (The University of Wisconsin Press, 1987) 100-101. 
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serial array. We may note here a likeness (at the aesthetic rather than systemic level) to 
Cage's system for composing Music of Changes, in which he allows pitch-classes to be 
repeated, but stipulates that all twelve must be present.39 
If we isolate the repeated pitch-classes from each field in Piano Piece 1952b (as shown 
in Fig; 18), the following pitch-class sets are revealed: 
Aggregate Field Pitch-classes repeated (in order of repetition, spelled as they appear) 
I F#, A, m, E, C# 
II B, A#, B, E, C, D, G# 
III m, E, G#, G, A, D, B, B 
IV rn, A, E, D, B, rn, F, m, G 
v C, D, E, B, C#, G#, B 
VI E, G, F, B, B, C#, A, C, F# 
VII C#,D,A,m,G 
This is a rather crude analytical instrument, 40 but it does reveal some further 
evidence that the repetition-sets are controlled rather than randomly selected. We can 
observe here a broad symmetry over the whole work, with the smallest repetition sets 
at beginning and end, while the largest is in the middle (this despite the middle area, as 
we have already observed, having also the highest pitch-class density). The first and 
sixth repetition-sets end with a trichord which forms a diminished triad (m, E, C# and 
A, C, F#), and in the first case these notes appear consecutively in the work. The fourth 
repetition group begins by outlining a major triad, and again the notes appear in close 
succession in the work. Here, embedded in !:11-e pitch material at a deep level, we can 
see the origins of some of the triadic formations heard by Christian Wolff.41 The fifth set 
39 David W. Bernstein, 'Cage and High Modernism', in The Cambridge Companion to John Cage, 
Ed. David Nicholls (Cambridge University Press, 2002) 204-205. 
40 It would also be possible to examine these repetition sets as set-types, however I wish to 
draw attention here to the evidence suggesting that Feldman was working with sets of 
specific pitch-classes. This is not to suggest that he was unconscious of the more abstract 
intervallic properties of such materials. 
41 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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begins with a five-note chromatic segment (C, D, E, H, C#) which forms the registral 
plateau at the 2:1 division-point. In another curiously symmetrical arrangement, the 
fourth and seventh sets outline a tritone C#-G; the fourth field ends with the two notes 
Dl>-G42 (enharmonically equivalent), while the seventh field ends G-C#. 
One could speculate further about various patterns in these sets, their types and 
complements. My primary purpose, however, is to investigate whether these sets may 
provide clues to the structuring of motivic elements or identifiable figures in the work 
itself. Examination of the way in which the repetition-set is deployed in the first 
chromatic field serves to highlight a clear figure in repetition, made up of the trichord 
A, m, C# [014] (Fig. 20). 
Mid-point 
of field 
I 
. 
Figure 20: Feldman, Piano Piece 1952b, system 1. First complete chromatic field, repetition set 
circled. Copyright© by C. F. Peters Corporation. All rights reserved. Used by permission. 
Notice that the last note of the repetition-set to be heard for the first time is E, which 
marks the exact mid-point of the field and heralds the immediate commencement of 
the repetitions. Although the A-m-C# group keeps its order, the other two notes (E, H 
- also significant in Fig. 9) are disordered although remaining closely associated with 
the main figure. Noting that the C# of the repeated figure is fixed in register while the 
A-m is transposed upward (two octaves and one octave, respectively) draws attention 
to the the next sounding of these two pitch-classes in the second system (refer to Fig. 9). 
Here they are transposed up one more octave and the m is disguised as an A#. The C#, 
however, is missing; I would argue that we hear the high H (event 29- the highest 
note in the piece and also the exact mid-point of the second aggregate field) as 
completion of the motive (if not the set) in this third repetition. (Once again, we note 
42 Note-events 98, 99. 
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the IC5 relationship.) It transpires that the fixed-pitch C#7 is heard only one more time 
in the piece, at note-event 59. Most significantly, the full A-Bl>-C# motif is heard here 
again, at the original register but sounding in reverse order (Fig. 21). This occurs 
immediately after the completion of the first third of the work's duration at note-event 
58 (A3, heard only once in the entire work), which is also the exact mid-point of the 
third aggregate field. Examination of this trichord thus reveals a carefully planned and 
deployed pitch-structure spanning the first four systems of the work. 
t 
I event 58 - I :2 division of piece and mid-point of third field I 
Figure 21: Feldman, Piano Piece 1952b, system 4. Copyright© by C. F. Peters Corporation. All 
rights reserved. Used by permission. 
This trichord figure is not heard again in its original configuration, although it is 
present as a set of pitch-classes in close succession six more times. Of particular interest 
(refer to Fig. 22): 
• In the 4th field it is heard once only, immediately before the exact mid-point 
of the piece. 
• It marks the boundary between the fifth and sixth chromatic fields, where C# 
begins the contrary-motion figure. ~. · 
• It marks the boundary between the sixth and seventh fields. 
• In the seventh and final field it is heard three times in close succession, 
echoing the opening. 
• when heard for the last time (the final C# of the set is also the final note of the 
piece), the figure is accompanied by the Hand E which were the other two 
notes of the repetition-set in the first field. 
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Having identified and examined even just this one motif from the work, it is already 
clear that the repetition-sets are related to motivic figures which Feldman deploys 
strategically within the frame of proportional time-structure. These pitch-class sets and 
figures operate integrally with the time-structures, in so far as they are very frequently 
associated with points of structural significance on the time-axis. 
16-17 
1 :3 and lowest 
note 
44 73 1:1 100 131 157 
l~llllll~llllllllilllllllllllllllllllllllll~llllHllllll~lllllllllllllllllllllllllllmllllllllllll! 
1:5 and 
highest note of 
piece 
1:2 111111111111 
Region of highest 
pitch-class density 
begins i'Vith end of 
rising figure 
2:1 and registral 
plateau 
5:1 and end of End of 
contrary motion falling 
figirre figure 
Figure 22: Feldman, Piano Piece 1952b. Occurrences of the A-Bi>--C# trichord motif marked by 
white circles. 
A related trichord (sharing two pitch-classes), H-A-m [016], which occurs at the 
very beginning as the first three notes of tpe piece, also recurs towards the end -
actually marking the beginning of the final field. Here, however, it is heard in reverse 
order. Together with the operation of the A-m-C# trichord, this creates the 
symmetrical pitch-structure that is largely responsible for the otherwise inexplicable 
sense of imminent closure that pervades the final field. This trichord is also heard once 
in each of the second and third fields. 
The dyad E-H is reasonably common throughout the piece, and E is the most 
commonly repeated pitch-class in the work. Furthermore, this dyad quite often occurs 
accompanied by C [034]. The first occurrence is in the second chromatic field, where 
the trichord is heard three times; notice especially the elegant butterfly effect of the 
trichord intersecting with itself across the boundary of fields two and three: 
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I boundary of fields 2 and 3 I 
Figure 23: Feldman, Piano Piece 1952b. 'Butterfly' structure in system 3. Copyright 
©by C. F. Peters Corporation. All rights reserved. Used by permission. 
This trichord disappears from view through the middle part of the piece, but 
reappears at the beginning of the fourth field, and again as part of the registral plateau 
structure at the 2:1 point. Finally, we may observe a second interlocked pair in the sixth 
field, beginning at the 5:1 point. This set is not heard as an explicit entity in the first or 
last fields (see Fig. 24). 
16-17 44 73 100 131 157 
lllllllllllllllllllOOllll~llllll~llllllllllllllllllHllllllllllllllllllllll~lllllllllllllllllll!lllllllllllllll 
1:5 and 1:3 
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1:2 
1:1 
111111111111 
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pitch-class density 
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End of 5:1 and end of 
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figure figure 
Figure 24: Feldman, Piano Piece 1952b. Occurrences of E-B-C trichord, represented by white 
circles. 
An expanded version of this trichord as the set E-El>-C-D-G# [02348] may also be 
observed quite frequently in various forms; in some areas of the piece the C is omitted 
from the set. If, for the sake of comparison, we identify the E-El>-D-G# [0126] set as a 
discrete entity, we find that this four-note set is strongly present at the following places 
(see also Fig. 25): 
• the region surrounding the 1:5 point (where the highest note occurs). 
• the early part of the third field, from the 1:3 point. 
• it is strongly present at both the level 1 and level 2 'golden section' points 
(around note-events 105 and 65 respectively). 
• it dominates the 2:1 point, including the registral plateau. 
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• it clearly forms the climax of the contrary motion figure (the figure at its 
widest extent). 
1:3 and lowest 
note 1:1 the 
1111111111111i1fli~1111~1111!11111111111!111i11111~1l1i~1111i~1~111111111ID11111111111iil11111111 
1:5 and 
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piece 
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Region of highest 
pitch-class density 
begins ''ith end of 
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plateau 
5:1 and end of 
contrary motion 
figure 
End of 
falling 
figure 
Figure 25: Feldman, Piano Piece 1952b. Occurrences of the E-Ei>-D-G# set indicated by white 
circles. 
There can be no doubt that Feldman is using this pitch-class set as a motif at 
strategic, structurally significant points in the work. The formal purpose of this set 
overlaps to some extent with the E-B-C trichord, but works complementarily with the 
A-m-Q set to delineate structures along the time-axis (the two smaller sets also having 
a symmetrical relationship: 014 and 034). In their emphasis of selected subsets of the 
total chromatic at significant moments, these repeated figures throw the otherwise 
hidden structures of the work into relief, casting pitch-class shadows which reveal 
formal architecture that might otherwise remain obscure, and accentuating the 
symmetry of the work's design. 
Each of these motifs, and there are others, is shown to operate on a structural level, 
reinforcing the strategically placed aggregate-field boundaries, or helping to 
distinguish one field from another by creating a difference of weighting in the 
repetitions within the aggregate. Similarly, many instances of motif repetition are 
designed to mark out other points of significance in the proportional time-durations of 
the work. It should be further noted that there are obvious symmetries in the 
deployment of each of these sets, as shown in Figures 21, 23, 24. Sadly, there is not 
enough material of Piano Piece 1952a surviving to make a direct comparison between 
the two pieces regarding the interplay of time- and pitch-structures. 
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In many ways, Piano Piece 1952b may be understood as being built from an 
immensely long chain of Wolpean proportions. Strikingly different to Wolpe's usage, 
however, is the way in which Feldman allows them to blur into each other seemingly 
without distinction, and to intersect and overlap with other pitch structures like the 
motifs discussed above. One is reminded of Dore Ashton's description of Guston' s late 
1940s paintings: 'Forms lay on a precisely defined picture plane with only flat overlays 
suggesting a modicum of depth'.43 It is precisely the lack of defining gesture (of 
rhythm, most particularly) which makes this possible; any silences or other variances 
of the rigid system of Piano Piece 1952 would immediately begin to unravel the 
complex structures into an audible hierarchy, adding spatial depth to perception (to 
continue the visual analogy). As it stands, however, the work is experienced by the 
listener as a bewildering proliferation of possibilities, despite the flatness of dynamic 
and gesture (Fig. 26). Christian Wolff suggested that in Piano Piece 1952, 'Each sound is 
simply itself' .44 I would argue, in contrast, that each sound is many (indeed manifold), 
according to the ways in which the listener perceives it as relating to other sounds. 
None is ever 'simply itself'. Rather, the attentive listener will find that despite the 
complexity of the surface, certain patterns, projections, motifs, sets and repetitions will 
stand out (even if only in a flattened, low-relief). 
43 Dore Ashton, Yes, but ... : A Critical Study of Philip Guston. (New York: Viking Press, 1976) 75. 
44 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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Figure 26: Some three-note Wolpean proportions audible in the opening passage of Feldman's 
Piano Piece 1952b (not exhaustive). Copyright© by C. F. Peters Corporation. All rights reserved. 
Used by permission. 
For composers of the 1950s, the concept of a musical 'now' moment was an aspect of 
compositional practice, of performance, and of hearing (we might think not only of 
Cage's adaptations of Zen, but also of Stockhausen's 'moment form'). From the 
distance of the 21st century, we may appreciate that the concept pertains not only to the 
practice and experience of the internal structures of a work, but also to the politics of 
the musical field. In questioning whether the apprehension of an autonomous sound-
event is even possible, Christopher Hasty has drawn this link between the works of 
this time, and the field within which they were produced: 
It may be that this pursuit of autonomy and novelty is in some way a reflection 
of the avant-garde's ambition for an absolutely new art completely dissociated 
from tradition (and perhaps protected from a future of becoming old-certainly, 
the designation of postwar music as "the new music," like the earlier "music of the 
future," bespeaks a desire for perpetual novelty and originality). But from either 
perspective-history or "immediate," unmediated e.xperience-we must ask if 
"now" can be cut off from becoming in an unconditional "present" moment.45 
In Feldman's music, this very ambiguity is made manifest, and an attempt to hear 
his works as successions of unrelated autonomous moments is inherently problematic. 
This stimulating ambiguity is evident even in Feldman's sketchbook annotations of the 
period, and is often at the root of their seemingly confused nature: 
Art when divorced from the historical and lives in the now moment of decision, 
45 Christopher Hasty, Meter as Rhythm (New York and Oxford: Oxford University Press, 1997) 
298. 
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chance action can then breath freely on the world rather than having the world 
breath on ones neck. I feel great progress in my analysis ( ... )46 
Such peculiar contradictions in Feldman's writing are homologous to the deeply 
ambiguous structures of his music. The ambiguity has coloured the critical assessment 
of Feldman's work in similar ways to the very comparable (and equally awkward) 
problem of 'action painting' in relation to the abstract expressionists.47 
•• VII 
Somewhat surprisingly, given the peculiarly featureless surface of Piano Piece 1952b, 
this investigation reveals that the work was composed with comparable materials and 
methods as Intermission 5, and by similar processes. In comparing these two works we 
may make correlation between the manner of partitioning the time-frame, and the 
sensitivities to the deployment of both pitch-class and register. In addition, however, 
we have also identified here a structurally significant deployment of pitch-class sets (as 
subsets of the total chromatic), which in some cases were used as recognisable, 
recurrent motifs-often loosely symmetrical. Indeed, compared to Intermission 5, Piano 
Piece 1952 is markedly more symmetrical in construction on all levels. 
Analysis of Feldman's work quickly shows that his technical methods and 
procedures of composition owe a very great deal to Wolpe, and even interests in such 
things as the visual arts and Webern must have developed in Feldman through the 
mediation of Wolpe's teaching and aesthetic influence. Having said that, however, we 
should not discount the importance of Riegger, Feldman's earlier composition teacher, 
an interesting figure in his own right who must have laid the foundations of Feldman's 
sensitivity to the chromatic field and its ma~ipulations, and to the understanding of 
music as built with many layers of conceptually unified material. While Riegger might 
46 Morton Feldman, sketchbook annotation dated 'Jan 28', most likely of 1952. Basel, Paul 
Sacher Stiftung [Sammlung Morton Feldman]. 
47 The classic text on this subject is Harold Rosenberg, 'The American Action Painters' in 
Reading Abstract Expressionism: Context and Critique Ed. Ellen Landau (New Haven and 
London: Yale University Press, 2005) 189-198. Among the many problematic areas related 
to the concept of action painting is that of the explicitly gendered nature of the original 
discourse; see, Lisa Saltzman, 'Reconsidering the Stain: on Gender, Identity, and New York 
School Painting' in Reading Abstract Expressionism: Context and Critique Ed. Ellen Landau 
(New Haven and London: Yale University Press, 2005) 564-565. 
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have called this latter aspect 'counterpoint', of which he was an acknowledged 
master, 48 for Feldman it developed into a subtle appreciation of the planes of 
'crystalline' structures. The 'thickening and thinning' activity of the composer upon his 
two-dimensional conceptual canvas may be understood as a nested construction, 
floating, held in place by the ambiguous and subtle tensions of the horizontal and 
vertical space. 
Of crucial interest in the case of Piano Piece 1952, however, is what Berio 
perceptively noted as a 'dialectic'. Feldman was never very enthusiastic about the 
notion of Hegelian, Marxist, or musical dialectic, and indeed some of his most caustic 
remarks were directed at those composers he considered to be pursuing a Hegelian 
logic in their work. 'Stockhausen', he wrote, 'believes in Hegel; I believe in God'.49 
Curiously, while Stockhausen seems to have always put Feldman in mind of 'systems' 
of thought, these in turn were frequently associated in his writings with war. In the 
1965 essay 'The Anxiety of Art', Feldman likened his own work of the 1950s to the 
American Revolution which, he argued, 'was never appreciated( ... ) There was no 
blood bath, no built-in terror'. In this story of Feldman's, Europeans were still the 
enemy: 'Our work did not have the autho:itarianism, I might almost say, the terror, 
inherent in the teachings of Boulez, Schoenberg, and now Stockhausen'.50 
Yet there is a dialectic in Feldman's work, which Feldman himself acknowledged 
had been learnt from Wolpe.51 Feldman is not thought of as a composer interested in 
oppositions, opposites, extremes, so it is a little surprising to find him saying to Austin 
Clarkson, 'He [Wolpe] also being a dialectical materialist, he also liked opposites. The 
world of opposites also in the sense that he brought to me-and I never think of my 
-· 48 In addition, Riegger was considered (in the late 1940s and early 1950s) to be one of 
America's most technically accomplished twelve-tone composers. See Henry Cowell, 
'Wallingford Riegger: String Quartet No. 1, Op. 30' [review] Notes 2nd Series 3/4 (June 
1947) 358-359; and Frederick Dorian, 'Wallingford Riegger: Symphony No. 3 for orchestra' 
[review] in Notes 2nd Series, 4/6 (September 1949) 637-638. 
49 Morton Feldman,' A Life Without Bach and Beethoven' [1964] in Give My Regards to Eighth 
Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 18. 
50 Morton Feldman, 'The Anxiety of Art' [1965] in Ibid., 22. See also Morton Feldman, 'The 
Future of Local Music' [1984] Transcribed by Gerhard Westerrath in Ibid., 174-175. 
51 Austin Clarkson, 'Conversation about Stefan Wolpe: 13 November 1980' in Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen Press, 
2006) 101. 
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thinking about that-helped me tremendously ( ... )'.52 We have already caught glimpses 
of this in the extreme dynamics of Feldman's 1950s music, in the relations between 
subsets of the chromatic field and the field itself, between vast silences and abrupt 
complexes of sound activity, in the repetitive and non-repetitive sections of 
Intermission 5, in the right-hand/left-hand system of Piano Piece 1952b, in the clarity of 
Feldman's two-dimensional model which does not permit the confusion of depth or 
distance, only vertical and horizontal. 
Most explicit of all, however, is the long-lost, abortive twin to Piano Piece 1952b, the 
discovery of which reveals that the essential subject of the work, at the point of 
composition, was a dialectical opposition-an internal, formal contradiction. This 
contradiction is no less present (if less explicit) in the published form of the work, 
where we literally hear only one side of the argument, and it is this that Berio sensed, 
and which puzzled Wolff. Piano Piece 1952b (the published work) is not, despite the 
'quiet' surface (and I am not referring exclusively to dynamics here) simply intuitive or 
passive; it is an active, planned argument presented in the composer's chosen 
conceptual frame. It is, as analysis reveals, a complex, crystalline structure which is in 
many ways perhaps Feldman's most radical work of the 1950s. It is an argument 
against the ubiquity of rhythmically varied gestures; against tonal, chance-driven and 
serial systems; against new instruments and sound-materials; against the spectacle of 
virtuosity; against spatial depth, perhaps even against the audience. Of all Feldman's 
works, this is most like the all-over paintings which Pollock produced in the late 1940s 
and early 1950s, both in its expression of a flattened 'picture-plane' and in the sense of 
intricate, seemingly infinite possibilities of proliferated significance. We are reminded 
of Greenberg, yet again: 
( .. )the capacity to bind the canvas rectangle and assert its ambiguous flatness 
and quite unambiguous shape as a single and whole image concentrating into one 
the several images distributed over it.53 
Pollock, however, was not the only artist concerned with the flattening of the 
picture-plane. Equally, parallel may be made with the work and thinking of Feldman's 
52 Ibid. 
53 Clement Greenberg, '"American-Type" Painting' in Reading Abstract Expressionism: Context 
and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 2005) 205. 
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close friend Philip Guston. Dore Ashton, who was friendly with both Guston and 
Feldman, and having a similar Jewish migrant family background, quoted Guston 
speaking of his work of the late-1940s thus: 'Much of our talk was about the holocaust 
and how to allegorize it'. Guston told Ashton that he 'was searching for the plastic 
condition, where the compressed forms and spaces themselves expressed my feelings 
about the holocaust', and she later remarked that this profoundly affected his work for 
the rest of his life.54 Of Guston's late-1940s work, Ashton wrote, 
He adopted a new way of indicating space. Since the space he wished to depict 
was claustrophobic, confined as a narrow prison cell, the recession in depth had to 
be truncated. Forms lay on a precisely defined picture plane with only flat overlays 
suggesting a modicum of depth.ss 
To stress the idea that this was not a passive flattening of the picture plane, Ashton 
described the effect in rather violent terms: 'There is enormous pressure from the 
foreplane to the rear( ... )', and 'buildings (in which the windows are barred) are 
steamrollered flat'. She further likened the figures in the paintings, with their 'gestures 
of despair' to the 'unforgettable photographs of prisoners liberated from concentration 
camps'.56 
In his own writings, Feldman did not discuss openly any specific influence of post-
holocaust thinking upon his work of this 1940s-1950s period, but at the very least he 
must surely have been aware of the importance to his friends and colleagues. 
References even to matters of Jewishness are generally rare in Feldman's writing, but 
we should not necessarily dismiss this, therefore, as irrelevant. On one rare occasion, in 
an interview with Heinz-Klaus Metzger in the early 1970s, Feldman did speak of this 
subject directly, if hesitantly: 
But what my music is [is] mourning, I just don't know what to say. I just said 
earlier, that perhaps just mourning ... I must say you did bring up something that I 
particularly don't want to talk about publicly, but I do talk privately. 
To some degree I do believe for example, like George Steiner,57 that after Hitler 
perhaps there should no longer be art. Those thoughts are always in my mind. 
There was a hypocrisy, a delusion to continue, because those values proved to me 
54 Dore Ashton, Yes, but ... : A Critical Study of Philip Guston. (New York: Viking Press, 1976) 74. 
55 Ibid., 75. 
56 Ibid., 75, 76. 
57 See also Theodor Adorno, 'Cultural Criticism and Society' [1951] in Prisms Tr. Samuel and 
Sherry Weber (Cambridge, Mass.: MIT Press, 1983) 34. 
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nothing. They have no longer any moral basis. And what are our morals in music? 
Our moral in music is 19th century German music, isn't it?58 
Feldman's anxiety in discussing this subject, and the parallel between his mourning 
and the atmosphere of despair which many critics besides Ashton have identified in 
the works of Guston and Rothko, suggests that this may be a fruitful area of future 
investigation. What is uniquely important about Ashton's analysis of Guston's work is 
the fact that she was prepared to exterid this beyond the atmospheric to the structural; 
the picture plane itself, as a 'disturbingly indeterminate but confined space', was for 
her directly symbolic.59 
There is a curious sense of decisive indecision in Piano Piece 1952, as a substantial 
two-movement work mutilated subsequent to composition (crushed into a markedly 
flatter frame), which perhaps explains some of the uncomfortable ambiguity we sense. 
The work is on the one hand built from rather elegantly constructed complexes of pitch 
material, yet these are difficult to grasp and unravel in hearing; the structures remain 
mere shadows, seemingly without continuity of logic. The structures are actually 
present, but Feldman would have us hear them as illusory. Wolff's wonderfully 
contradictory essay about the piece (as discussed in Chapter One) reveals his concern 
at the lack of apparent continuity and also his search for pattern; his identification of 
patterns and structures of organisation, together with his unwillingness to asi;ribe any 
intent to Feldman in their creation ('strictly speaking, I'd say he had nothing in 
mind').60 This is not simple perversity on Wolff's part, it is an analysis of the structure 
of the field from Wolff's perspective (and Wolff's place in it in relation to Feldman) 
viewed through the window of the work itself. 
The importance of the shadowy ambiguity of Feldman's musical structures was 
sensitively perceived by Wolpe, who explained to the Darmstadt audience of 1956 that 
'He [Feldman] is interested in surfaces that are as spare as possible and in the remnants 
58 Heinz-Klaus Metzger, 'Prolog: iiber Jiddishkeit' (text in German and English) in Morton 
Feldman Essays. Ed. Walter Zimmermann (Kerpen: Beginner Press, 1985) 7. 
59 Dore Ashton, Yes, but ... : A Critical Study of Philip Guston. (New York: Viking Press, 1976) 76. 
60 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http:ljwww.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
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of shapes that are barely heard at a distance. Can I express this more precisely? No!' .61 
Of course this combination of flat surface and ghostly figures might be read in a 
number of ways. While Wolpe chose to hear Feldman's music in terms of mysterious, 
shadowy figures, only half-recognisable, for Wolff 'the sound is simply present. It 
doesn't look back. That's what makes this music utopian'.62 Certainly, we have already 
seen that Feldman understood his musical work as an opposition to the ordinary 
world, and in this sense we must appreciate that every note Feldman wrote was in a 
sense a dialectical critique of that ordinary, everyday world, its society and politics 
(albeit from a position tending toward the bourgeois). It suited Cage and Wolff, 
defending their own positions in the field of cultural production, to understand 
Feldman's work as utopian and forward-looking. Bourdieu reminds us that the 
fundamental activity in the field of cultural production is the struggle to attain and 
maintain a position;63 while composers like Cage, Wolff and Feldman may have been 
friends at a personal level, their works are necessarily antagonistic to each other in 
some respects. 
As noted in the introduction to this chapter, Piano Piece 1952b is, despite the seeming 
harmlessness of its rather conservative soµnds, at the same time awful and forbidding. 
Feldman has denied the audience even the conceptual comfort that the explicit dialectic 
between the original pair of pieces might have offered. The piece is haunted not only 
by the ghosts of structures, shapes, figures but also by that of its murdered twin, 
heavily crossed out in the sketch manuscript and literally dismembered page by page. I 
argue that this music is actively composed (rather than passively) and that the work as 
we hear it today is heavily coloured by the violence of the composer's vandalism of his 
own creation. While it may well be a dialectal critiqu~ of the music, art, society and 
politics of its time, it is also nostalgic rather than utopian, possessed to a large degree 
61 Stefan Wolpe, 'On New (And Not-so-New) Music in America' [1956] Ed. Austin Clarkson 
in Journal of Music Theory, 1/28 (Spring 1984) 25. 
62 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http:ljwww.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 
370-378. 
63 Pierre Bourdieu, 'The Field of Cultural Production, or: The Economic World Reversed' 
[1983] in The Field Of Cultural Production: Essays on Art and Literature Ed. Randal Johnson 
(Columbia University Press: 1993) 30. 
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by the bitter memory of a failed pre-war modernism, largely European.64 
Feldman's ghostly figures are not necessarily friendly, angelic guides to some future 
utopia, but perhaps the reproachful, anxious ghosts of the holocaust. As in Guston' s 
paintings, these are the ghostly, pale shadows of figures, inhabiting a terrible space 
which has been steamrollered flat. Such beauty as we find may be compared to the 
dark light cast by Rothko's sublime (and I use the word with appreciation of its full 
weight of import) burnt offerings of the later 1950s and 1960s.65 In his 1950s notebooks 
Feldman wrote that 'for me art is insecurity' and 'space is an illusion'. By the 1980s, as 
we noted in the previous chapter, he explained his music as 'mourning', yet was 
curiously uncomfortable about discussing this in any detail. Secrecy and ambiguity 
were also crucial aspects of Feldman's artistic expression, and indeed of the 
maintenance of his position in the field. In 1972, he wrote proudly of his friend Frank 
O'Hara, 'He admired my music because its methodology was hidden' .66 
In Piano Piece 1952 as published, Feldman took away the means for us to understand 
the pitch relationships in the usual ways, in relation to rhythm, explicit motif, 
development or obvious repetition. We might expect in this situation to find that the 
pitch relationships become meauingless, and structures (if there are any) disappear. On 
the contrary, however, the experience of listening to the piece is rather the opposite-
the relationships proliferate in all directions. What is on one level the most simple and 
straightforward (even banal) of compositions becomes an experience of immense 
richness and complexity; rather than a single line of notes, we seem to hear many lines 
interwoven, many figures and gestures, shapes, intervals, chords, constantly changing 
in our perception of their relationships. There is a deep tension between the distinct 
sound of each event and the complex web Of its relationships to other sounds. 
Feldman's erstwhile teacher and mentor Wolpe seems to have understood very well 
64 See Frederic Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism (London & 
New York: Verso, 1991) 1. 
65 One is reminded of Karol Berger's discussion of' dark modernity'. See Karol Berger, 'Time's 
Arrow and the Advent of Musical Modernity' in Music and the Aesthetics of Modernity: 
Essays Ed. Karol Berger and Anthony Newcomb (Cambridge, Mass.: Harvard University 
Press, 2005) 5. 
66 Morton Feldman, 'Frank O'Hara: Lost Times and Future Hopes' [1972] in Give My Regards 
to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: 
Exact Change, 2000) 104. 
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the internal contradictions of the work: 'Brought to the brink of dissolution this music 
is a diabolic test of beauty'. 67 It is not simply a test of beauty in the sense of this 
particular work, or even of Feldman's work as a whole, but for the field of musical 
production itself; in this challenge, Feldman claimed a space of his own in the field, 
defined by the parameters of a musical dialectic.68 
67 Stefan Wolpe, 'On New (And Not-so-New) Music in America' [1956] Ed. Austin Clarkson 
in Journal of Music Theory, 1/28(Spring1984) 25. 
68 In Bourdieu's understanding, such challenges, internal contradictions and ambiguities 
(planned or otherwise), are also a homological map of the field of cultural production. This 
present discussion of Piano Piece 1952 represents an early-stage contribution to the wider 
humanities project of seeking to understand the musical field of 1950s New York, the 
broader cultural field, and the intersecting political and economic fields. 
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Chapter Four 
Intermission 6 (1953): 'the outlines of becoming' 
Intermission 6 is unique among Morton Feldman's piano works in that it has flexible 
instrumentation (one or two pianos).1 The other pieces in the Intermission series 
(numbers one to five), for example, are for solo piano-and are more conventionally 
notated. Flexible instrumentation (always within strictly limited parameters) is in any 
case quite rare in Feldman's work, and otherwise confined to graphic scores.2 More 
dramatically, the published piece is unique among all of Feldman's works in so far as it 
is notated as a mobile score (Fig. 1). In this regard, it is the only one of the three works 
discussed in this dissertation that possesses an aspect of indeterminacy beyond the 
commonplace (by commonplace indeterminacy I refer to pedaling, fermatas, and so 
forth). 
It is often thought a truism to say that Feldman disapproved of music produced 
within the frame of what he te~ed a 'system'. So much so, that many who would 
argue for a more sophisticated view have adopted a rather apologetic (or defensive) 
tone. Herman Sabbe, as recently as 1996, felt it necessary to say 'Let me, therefore, right 
away and for the sake of clearness state explicitly that, to my mind Feldman does not 
leave anything to chance.'3 That composers as diverse as Riegger, Wolpe, Babbitt, and 
Cage were all on friendly terms with Feldman rather clouds any aesthetic demarcation 
(and indeed even Boulez and Stockhausen had close contact with Feldman at various 
times). But what does it mean for our understanding of a mobile score such as 
Intermission 6, if even here 'nothing' is left to chance? Earle Brown believed very 
1 There is no indication on the autograph sketch or the David Tudor copies regarding the 
possibility of realisation with two pianos; it is likely that this idea was developed at the 
time of the performance in 1958 (for further discussion of this performance and dating of 
the work, see section ii of this chapter). Basel, Paul Sacher Stiftung [Sammlung Morton 
Feldman]. Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 
186, 4. 
2 See, for example, Intersection I for orchestra (1951). 
3 Herman Sabbe, 'The Feldman Paradoxes: a Deconstructionist View of Musical Aesthetics' 
in The Music of Morton Feldman. Ed. Thomas Delio (Westport, Connecticut & London: 
Greenwood Press, 1996) 10. 
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strongly that a performer playing from a graphic or mobile score was not 'taking a 
chance' but making decisions, implementing decisive actions on the basis of what they 
believed to be the next 'right' event (on the basis of the composer's directions).4 
Moiton Feldman 
Figure 1: Morton Feldman, Intermission 6, the published version. 
Copyright© by C. F. Peters Corporation. All rights reserved. Used by 
permission. 
4 See Richard Dufallo, Trackings: Composers Speak with Richard Dufallo (New York and Oxford: 
Oxford University Press, 1989) 114-115. For a recent discussion of related matters, see 
Clemens Gresser, 'Earle Brown's 'Creative Ambiguity' and Ideas of Co-creatorship in 
Selected Works' in Contemporary Music Review 26/3 & 4 (June 2007) 377-394. 
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Feldman did not use the term 'system' pejoratively in his few surviving 1950s 
writings. In the 1958 essay 'Sound, Noise, Varese, Boulez',5 for example, he was 
primarily concerned with attacking Boulez for being an 'academician' (which may or 
may not have something to do with systems), and in pursuing this argument he hit 
even John Cage with some (presumably) friendly fire: 'What is calculated is for me 
academic. Chance is the most academic procedure yet arrived at, for it defines itself as 
a technique immediately' .6 
These aesthetic and technical matters are complex, and it is clear that a view based 
upon the binary opposition of system and non-system is not especially helpful. 
Feldman's lifelong involvement with the music of Webern (as documented in his 
writings, lectures and interviews) is illustrative of this complexity-and a shared 
interest in Webern is precisely what Feldman and Cage had in common when they first 
met in 1950.7 The ambiguity of Feldman's attitude to systems of composition is further 
complicated by his explicit adaptation of serial matrices for his own procedural 
purposes in works of the late 1970s and 1980s, to organise pitch, dynamics, the 
ordering of repetition cells and even instrumentation.8 
The unpublished notes, tables and diagrams in Feldman's sketchbooks of the 1950s 
are primarily concerned with structure in various guises.9 In these writings, we may 
observe Feldman grappling with fundamental issues pertaining to the structuring of 
non-tonal music-problems concerning the organisation of tone, pitch, time, duration, 
timbre and texture. In my analyses of Intermission 5 and Piano Piece 1952, I have shown 
that Feldman's music is evidently carefully designed with regard to both the 
architecture of time and pitch-organisation, and that these two elements are on some 
levels interconnected in his compositional practice circa 1951-53. 
5 Morton Feldman, 'Sound, Noise, Varese, Boulez' in Give My Regards to Eighth Street: 
Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 
2000) 1-2. 
6 Ibid., 1. 
7 The story of Feldman's first meeting with Cage has been retold many times. The earliest 
version in Feldman's own words dates from 1962, see 'Liner Notes' in Ibid., 4. For a review 
of the concert at which they met, see H.T., 'Hisses, Applause for Webern Opus', New York 
Times (27January1950). 
8 Refer to sketches for works of this period. Basel, Paul Sacher Stiftung [Sammlung Morton 
Feldman]. 
9 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
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In the 1950s period with which this present study is concerned, the fragments of 
writing which survive in Feldman's notebooks discuss problems like 'decisive need', 
'insecurity', structure and 'basic materials', the pursuit of a 'a crystallized structural 
situation', 10 not to mention the struggle (described in a June 1953 letter to David Tudor) 
to make 'music like violently boiling water'.11 This evidence demonstrates that 
Feldman's thinking in relation to his work was more complex than is allowed by any 
easy generalisation-it was not simply passive, or intuitive. 
Certainly, Intermission 6 is a tremendously interesting work, and important for an 
understanding of the development of Feldman's thinking in the early-to-mid-1950s, 
but we should keep its place in his output in clear perspective. The work is not 
technically or aesthetically representative of Feldman's work in terms of being a mobile 
score-it is the only such work he produced-but it is exactly this aberration which 
makes it a useful subject of analysis in this dissertation. Superficially, the work seems 
so unstructured, arguably formless, that we might wonder if there are any underlying 
structures at all, or whether it is possible to identify evidence for the implementation of 
any of Feldman's known compositional procedures. 
Although Feldman has often been spoken of broadly as a composer of 
indeterminate music (at least with respect to his 1950s work), it was clear to both 
Cowell and Cage that he practiced a very prescriptive kind of indeterminacy.12 Even in 
his graphic scores, instruments, dynamics, timing and timbres (for example, pizzicato) 
are usually specified. Feldman's close association with John Cage has led some 
commentators to assume that Feldman was applying Cagean systems of chance in his 
own compositions, although there is little concrete evidence to suggest that this was 
ever the case. As Feldman himself reminded questioners after one of Cage's lectures, in 
10 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
11 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 53, f. 
12 Henry Cowell, 'Current Chronicle' in The Musical Quarterly 38/l Ganuary 1952) 131; John 
Cage, 'Indeterminacy' in Silence: Lectures and Writings by John Cage (Middletown, Conn.: 
Wesleyan University Press: 1961) 35-40. For discussion in more recent literature, see Steven 
Johnson, 'Jasper Johns and Morton Feldman: What Patterns?' The New York Schools of Music 
and the Visual Arts. Ed. Steven Johnson (New York, London: Routledge, 2002) 217-247; and 
the several analytical essays in The Music of Morton Feldman. Ed. Thomas Delio (Westport, 
Connecticut and London: Greenwood Press, 1996). 
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which Feldman's music was discussed, 'That's not me; that's John'.13 In this chapter, I 
will investigate whether our understanding of Intermission 6 (seemingly quite 
indeterminate in its published form as a mobile score) may be revised in the context of 
the thesis regarding pitch-organisation and formal architecture that has been 
developed here through the two previously-discussed analyses, of Intermission 5 and 
Piano Piece 1952. 
ii 
Intermission 6 is conventionally dated to 1953. Feldman himself, at the time of 
publishing the work in 1963, gave it this date,14 although the extant sketch is dated 
simply 'Nov 6' .15 Given that the earliest documented performance took place in 1958 
(John Cage and David Tudor performing), 16 we must acknowledge that the dating is 
uncertain. Strictly on the basis of the documentary evidence, we may say that the work 
was most likely composed sometime between 6 November 1952 (following the first 
performances of Intermissions 3, 4 and 5 earlier that year)17 and 6November1957. In 
some ways, considering especially the scoring for 'one or two pianos' the piece does 
seem related to the series of multiple-pianist works begun in 1957.18 On the other hand, 
to return to the Intermission series after a five year interval would be quite inconsistent 
with Feldman's usual practice. More usually, he had a tendency to produce a series of 
related works in quick succession, only to abandon them when his interests took a new 
tum, or the motivating concept of the series seemed to have exhausted itself. Examples 
of this are the Intersection series and the Vertical Thoughts series, both abandoned at a 
stage of having further pieces planned or even sketched.19 
13 John Cage, Silence: Lectures and Writings by John Cage (Wesleyan University Press, 1961) 128. 
14 Morton Feldman, Intermission 6 (New York:-Edition Peters, 1963). 
15 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
16 Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 554. Cage tells of this 
concert in A Year from Monday, (Middletown: Wesleyan University Press, 1967) 134. 
17 David Tudor performed Intermissions 3, 4 and 5 in a recital on 10February1952, Cherry 
Lane Theatre, New York. See John,Holzaepfel, 'Reminiscences of a Twentieth-Century 
Pianist: An Interview with David Tudor' Musical Quarterly 78/3 (Autumn 1994) 629. 
18 Piece for Four Pianos (1957), Piano (Three Hands) (1957), Two Pianos (1957), Piano Four Hands 
(1958). There is also a stylistically inconsistent unpublished work for two pianos, dated 
April 1958. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
19 The extraordinary graphic score known as Intersection + was never performed or published. 
The Vertical Thoughts series, on the other hand, ends with preliminary sketches for Vertical 
Thoughts VI and VII, but these were abandoned with Feldman writing across the page 
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There are three published versions of the work, which do not differ greatly from 
each other. All published versions have the same pitch material in the same graphic 
arrangement-a single page, with fifteen sound-events spaced irregularly around the 
page on broken staves (Figure 1).20 The sketch is written quite roughly on a loose leaf 
pasted into one of the sketchbooks, on the lower part of the final page of sketch 
material for Intermission 5.21 This work is also undated in the sketchbook, but we know 
that it was first performed in February 1952, suggesting that Intermission 6 was most 
likely composed after this date, rather than in November 1951. The ink on vellum 
manuscript used for the holograph reproduction of the 1963 Peters Edition is held by 
SUNY Buffalo.22 As it is an identical source to the published edition, it will be 
disregarded for the purpose of the present discussion. There are two further extant 
manuscript copies of the work, in the David Tudor Papers held by The Getty Research 
Institute, Los Angeles.23 It is likely that these copies are those used by Tudor and Cage 
for the 1958 performances of Intermission 6. Most importantly, all three of these 
manuscripts (the sketch and the two Tudor copies) differ substantially from the 
published versions of the work in so far as the sound-events are not graphically 
arranged on the page but notated on conventional systems, the events separated by 
double-barlines. 24 
The published version is thus not merely an arrangement of the material but a 
graphic re-arrangement. There is a strong implication of conscious deliberation in this 
very act of rearrangement and selection of materials for the published version. 
Furthermore, the published versions contain only fifteen sound-events, whereas the 
earlier manuscripts and the sketch contain nineteen. There are several differences 
'REDUNDENT!!!!!!': Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
20 Morton Feldman, 'Marginal Intersection (1951), Intersection 2 (1951), Intermission 6' 
Kulchur 3/11(Autumn1963) 33-36. Morton Feldman, Intermission 6 (New York: Edition 
Peters, 1963). Republished in Morton Feldman: Solo Piano Works 1950-64. Ed. Volker Straebel 
(New York: Edition Peters, 2000) 5. 
21 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
22 Buffalo, Music Library, University at Buffalo, The State University of New York [C. F. 
Peters Collection of Morton Feldman Manuscripts, 1961-1969] Mus. Arc. 2.4, Box 2, 34. 
23 Los Angeles, The Getty Research Institute, [David Tudor Papers] 980039, Box 186, 4. 
24 Feldman sketched the work using dotted quarter notes (which gives superficially a similar 
appearance to Piano Piece 1952), although in the published score they are reduced to un-
dotted stemless note-heads. 
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between the various scores in terms of annotations, which may be best summarised in 
a table (refer to Table 1). 
Before embarking upon formal analysis of Intermission 6, we may outline a 
conjectural reconstruction of the composition process over a period of ten years, based 
upon the evidence of primary-source materials. The piece was probably first sketched 
on 6November1952 (the date of 1953 seems rather less likely, as this would place it 
almost two years after Intermission 5). Unperformed at this time, as far as we know, the 
work was revived and copied without substantial alteration around 1957/8 for 
performances by Tudor and Cage. The piece is known to have been performed by Cage 
and Tudor together in the context of a concert of new 'indeterminate' music for two 
pianos, and this is the first indication that the work might be performed by two 
pianists, a decision very likely made at this time.25 In 1963, Feldman made further 
copies for publication, and at this time he made substantial changes: re-organising the 
pitch material, reducing the number of sound-events and, most importantly, re-
presenting the individual sound-events in a graphic arrangement of broken staves. 
Lacking a formal record, Feldman perhaps estimated the original composition date to 
be 1953. 
25 Sebastian Claren, Neither: Die Musik Morton Feldmans (Wolke, 2000) 554. Cage tells of this 
concert in A Year from Monday (Middletown: Wesleyan University Press, 1967) 134. 
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Source Sketch MS MS Published Published 
(Basel: Paul Sacher (Los Angeles: The Getty (Los Angeles: The Getty (Ku/chur 3/11 (Autumn (New York, Edition Peters, 
Stiftung [Sammlung Research Institute [David Research Institute [David 1963)36) EP6928, 1963) 
Morton Feldman]) Tudor Papers]) Tudor Papers]) 
Dated 6Nov No No 1953 1953 
Title Intermission #6 Intermission #6 Intermission #6 Intermission 6a-Piano Solo, Intermission 6 (for one or two 
Intermission 6b-two pianos pianos) 
Other 'Hold each [measure?] until 'This piece is about the none 'Intermission VI (for one or 'Composition begins with any 
annotations completely inaudible' outlines of becoming. It can . two pianos) was written in sound and proceeds to any 
'This piece is about the out start anywhere, go anywhere 1953. The pianist, or pianists, other. With a minimum of 
line of becoming. It can start within these references of begins with any sound on attack, hold each sound until 
anywhere go anywhere sounds and may be any the page, will hold until barely audible. Grace notes are 
within the reference of length. Hold each meas. until barely audible, then proceed not played too quickly. All 
sounds and may be arly barely audible.' to whichever other sound he sounds are to be played as 
length.' may choose. Sounds may be softly as possible.' 
repeated. Dynamics 
throughout are soft as 
possible.' 
no.of sound- 19 19 19 15 15 
events 
Style of score Conventional, dotted Conventional, dotted quarter- Conventional, dotted quarter- Graphic, stemless note- Graphic, stemless note-heads, 
quarter-notes, bar-lines notes, bar-lines notes, bar-lines heads, no bar-lines no bar-lines 
Table 1: Comparison between sources for Intermission 6 
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iii 
Intermission 6 is not only about the' outlines of becoming' as Feldman suggested in his 
annotations to the early manuscripts (see Table 1). It is also about points of tension 
between control and freedom. Of this, his only mobile-form work, we might say that it 
represents the furthest extent to which he was willing to relinquish control of the 
precise succession of sounds over time. The individual, isolated sound-events may be 
played in any order; in Feldman's words, 'The composition begins with any sound and 
proceeds to any other'. Intermission 6 is (roughly) contemporaneous with other ground-
breaking mobile scores of the 1950s, such as Boulez's 3rd Piano Sonata (begun around 
1955) and Stockhausen's Klavierstiick XI (1956). Earle Brown's works dating from 1952-
3 are clearly even more closely related to Intermission 6; several Brown pieces of this 
period allow for performance on 'one or more instruments' and 25 Pages (1953) is 
arguably the pioneering mobile score of the era. If Intermission 6 was first sketched in 
1952 or 1953, as seems likely, then it is almost exactly contemporary with Brown's first 
mobile scores. 
The contextual situation is complicated by the fact that Brown and Feldman had 
fallen out during 1953 and were not reconciled until around 1963.26 It is significant, in 
this context, that Feldman did not pursue the idea of mobile scoring in subsequent 
pieces. This decision may have been connected to the rift with Brown or, more likely, 
the result of a deeper aesthetic tension of which the public argument was another 
manifestation. Feldman seems to have been satisfied with Intermission 6, however, as 
he was happy to publish the work ten years.later while suppressing certain other 
works from the early 1950s (Intermissions 3 and 4 for example) but he never again 
relinquished direct control of the horizontal line (the placement of sound-events in 
time) to such an extent. Feldman's consciousness of these precise issues is explicit in his 
writings of the 1960s: 'The question continually on my mind all these years is: to what 
degree does one give up control, and still keep that last vestige where one can call the 
26 See Ibid., 530, 533. In English, Sebastian Claren, 'A Feldman Chronology' Morton Feldman 
Says: Selected Interviews and Lectures 1964-1987. Ed. Chris Villars (London: Hyphen Press, 
2006) 262, 265. 
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work one's own?'.27 It is interesting to observe that even as he made the final change of 
layout in 1963, to give the work its published form as a semi-graphic score, he was 
refining the performance instructions to be ever more prescriptive. 
The experiment of leaving the choice of the number of instruments up to performers 
is rare among Feldman's works, but it is clear that the choice is strictly limited: the 
instruments must be pianos, and there may be either one or two only. Furthermore we 
are not talking about simple doubling of a part, but the permissible addition of a 
second pianist playing the score independently of the other. In Intermission 6, it might 
almost seem that Feldman took his compositional work to the very brink of post-
modern performative multiplicity. He allowed the performer(s) to create, within 
strictly defined parameters, the linear structure of the piece and there is of course the 
real possibility that the superposition of the two lines may give rise to un-notated (if 
not necessarily unforeseen) combinatorial simultaneities. 
The sound-events of Intermission 6 are variously single notes or groups of up to four 
simultaneously sounded notes. In the published version, one event includes a fermata, 
two include a quaver rest, and at the foot of the page Feldman gives the instruction, 
. 
Composition begins with any sound and proceeds to any other. With a 
minimum of attack, hold each sound until barely audible. Grace notes are not 
played too quickly. All sounds are to be played as softly as possible.28 
The opening sentence here seems to overturn our deeply ingrained notion of the 
composer as being in control of form -and not just large-scale architecture but the very 
linear progression from one sound to another. Even today, when the work is half a 
century old, this open ordering of events gives rise to a range of anxieties among 
performers (who may feel uncomfortable about a score with seemingly no linear 
structure), audiences (who, if they are aware of the nature of the score may feel that the 
composer is not entirely serious) and analysts (who may feel that there is not quite 
enough of the work on the page for a serious investigation to be made). No doubt the 
composer experienced anxieties of his own -but it is perhaps more significant that his 
instructions cause everyone else involved with the work to feel insecure as well. In a 
27 Morton Feldman, 'The Anxiety of Art' [1965] in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. by B.H. Friedman (Exact Change, 2000) 30. 
28 Morton Feldman, Intermission 6 (New York: Edition Peters, 1963). 
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sense, Intermission 6 is a frame for our insecurities and anxieties rather than simply 
Feldman's alone. Without invoking the intentionalist fallacy, we may suggest that this 
was part of Feldman's design: in the very sketchbook that contains the original draft of 
Intermission 6, Feldman wrote 'For me art is insecurity'.29 I would suggest that this 
insecurity is not only a suggestive impression or affect but structural; perhaps, in the 
work of Feldman, it is fruitful to think in terms of 'insecurity' rather than 
indeterminacy. In this context, it is worthwhile to examine closely the performance 
instructions for Intermission 6, which define the parameters of this insecurity: 
• Feldman indicates a particular kind of approach to the keyboard action 
('with a minimum of attack'). 
• Durations are determined ('hold each sound until barely audible'). Far from 
being a negation of rhythmic control, this instructs the performer to make 
specifically defined decisions about the duration of notes according to the 
length of the decaying sound. 
• Feldman instructs that grace notes should not be played too quickly-by 
implication, this also makes it clear that grace notes should proceed directly to 
the next event, without waiting for the sound to decay. This overrules the 
previous instruction, unless one chooses to interpret it as also having pedal 
implications: one might proceed directly from a grace note to another event (not 
too quickly, though!) but sustain the grace note with the pedal until it has 
decayed. 
• It is interesting to note that Feldman considered the last instruction ('All 
sounds are to be played as softly as £OSsible') as distinct from the earlier 'With a 
minimum of attack'. He was here making a distinction between dynamic level 
and quality of attack, which has far-reaching implications for performance 
practice of Feldman's piano music generally.30 
The question of pedalling, also a rather important issue with respect to performance 
29 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
30 Feldman's interest in the subtlest distinctions of attack, voicing and dynamic is shown in 
his discussion with Paula Ames. See Paula Ames, 'Piano (1977)' in The Music of Morton 
Feldman. Ed. Thomas DeLio (Westport & London: Greenwood Press, 1996) 137-138. 
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practice, is problematic. Feldman's published piano scores of the 1950s and 1960s 
almost never indicate pedalling (Intermission 5 is a rare exception). To add to the 
difficulties of trying to establish a standard of practice for pedalling in Feldman's piano 
music, some of the sketches (Three Pieces for Piano, for example, from 1954) do carry 
pedal indications that were not included in the published version.31 For the purpose of 
the present study, and this discussion of Intermission 6 in particular, the precise nature 
of pedalling required (if any) remains open to speculation. 
As we have seen, Feldman's annotations to the original sketch, and one of the Tudor 
copies, instruct the performer to hold each sound 'until completely inaudible'. Altering 
this in 1963 to read 'barely audible', Feldman effectively and appreciably increased the 
tempo. It is the kind of refining decision that one may easily imagine was made after a 
hearing of the piece (most likely after the 1958 performance). 
Likewise, the sketch offers no advice concerning dynamic level. The published 
score's instruction to play 'as softly as possible' relates directly to overall tempo and 
duration, since Feldman has linked the duration of individual sounds to the perceived 
length of decay. It would seem that a specifically quiet dynamic was not crucially 
important to Feldman in 1952/3, but that rt did seem important in 1963, which apart 
from practical considerations to do with durations (and indeed the duration of the 
piece), may also be indicative of certain developments in Feldman's personal aesthetic 
of pianoforte sound during the intervening years. In 1952/3 he commonly demanded 
extremes of dynamic from performers (as with Intermissions 4 and 5 and Extensions 3) 
or, alternatively, left such decisions entirely to the performer (Intersections 2 and 3). 
When notating specific dynamics in the 1950s, Feldman was concerned with extremes 
-· 
of contrast; he had little interest in mezzo dynamic-levels. Similarly, in those works 
which leave dynamic decisions to the performer, he surely had in mind the likely 
outcome of David Tudor making the decisions which, to judge from the recorded 
legacy of his performances, was extravagantly energetic, intense and complex. 
Feldman's attitude to sound by the 1960s was notably different-certainly with regard 
to the piano works, all extreme dynamic contrast was eliminated during the later 
1950s, until by 1963 we find Intermission 6 adorned with the instructions 'with a 
31 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
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minimum of attack', 'as softly as possible'. 
In the published score, Feldman crucially failed to indicate whether each sound 
should be played only once, or whether they may be repeated. In practice, it might be 
difficult to remember which sounds have been played in order to not repeat them, 
unless a pre-performance plan had been decided upon. Judging from the evidence of 
Tudor's written-out realisations of Feldman's graphic scores, the composer would not 
have been opposed to this sort of preparation.32 On the other hand, many performers 
have interpreted the instructions for Intermission 6 as allowing repetitions-Steffen 
Schleiermacher' s recorded performance, for example, stretches over more than nine 
minutes.33 Again, if we may continue to draw a parallel between Intermission 6 and the 
graphic scores, we should recall Feldman writing 'I had never thought of the graph as 
an art of improvisation, but more as a totally abstract sonic adventure' .34 It seems that 
Feldman was less interested in a specific realisation of a work in the living moment of 
performance, than in the fact that the performer was forced to make certain decisions 
in order for the performance to be possible. 
The sketch material for the work provides evidential support for Schleiermacher' s 
interpretation of the score. Feldman wrote across the bottom of the page 'It can start 
anywhere go anywhere within the reference of sounds and may be any length'. More 
explicitly, in the notes accompanying the piece as published in the journal Kulchur, 
Feldman did specify that 'sounds may be repeated' (see Table 1).35 It is curious that he 
chose not to include this clarification in the Peters score, perhaps one aspect of the 
work where Feldman's later instructions were not more prescriptive than the earlier. 
The overall duration of the work is thus to a certain extent variable, though perhaps 
less so than the above discussion would lead us to believe. If each sound-event is heard 
only once, the duration will still be somewhat variable according to certain factors 
32 See John Holzaepfel, 'Painting by Numbers: The Intersections of Morton Feldman and 
David Tudor' in The New York Schools of Music and Visual Arts. Ed. Steven Johnson (New 
York & London: Routledge, 2002) 159-172. 
33 Morton Feldman, Early Piano Works. Steffen Schleiermacher, piano. CD (Basel: Hat Hut 
Records, hat[now]ART 138, 2003). 
34 Morton Feldman, 'Liner Notes' in Give My Regards to Eighth Street: Collected Writings of 
Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 6. 
35 Morton Feldman, 'Marginal Intersection (1951), Intersection 2 (1951), Intermission 6' 
Kulchur 3/11 (Autumn 1963) 33-36. 
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influencing the decay of the sound (relative dynamic, string length in relation to 
register and size of piano, room acoustic) but the relation of one event's duration to the 
others will be generally similar from one performance to another. Even a fully notated 
work like Intermission 5 or Piano Piece 1952 may vary considerably in duration from one 
performance to another but the inner structural architecture of the work remains 
proportionally the same. 
In a way, instructing the performer to determine the tempo of the work according to 
the physical decay of sound is more precise than to simply suggest 'slow' which is 
rather open to a wide range of interpretations (as may be heard, for example, in the 
recorded performances of Intermission 5). The only other difference between these other 
works and Intermission 6, is that here the order of sounds is also variable. In the case of a 
performance which does allow repetition, the overall duration of the work is 
determined by the performer. Nevertheless, the relation of one sound-event's duration 
to all the others is still fixed by the rate of decay, and is revealed to the audience over 
time. As the sounds are heard repeatedly in changing contexts, it gradually becomes 
clearer that the duration of each individual sound is proportionally fixed and largely 
independent of immediate context. 
iv 
How does one set about analysing such a work as Intermission 6? More specifically, 
how are we to relate it to the understanding of Intermission 5 and Piano Piece 1952 
developed in the previous chapters, where I argued a case for Feldman's concern with 
the integration of time- and pitch-organisation? In translating this argument to 
Intermission 6, which seems at first glance such a different material proposition, I will 
discuss first the element of form then examine pitch-organisation. Almost immediately, 
however, we will find that the two are necessarily related. 
To discuss formal architecture at all in relation to Intermission 6 seems almost 
nonsensical. Yet, one might argue that there can be no such thing as music without 
form, in which case there must be some way to identify something for analytical 
purposes. Discussing the distinction between form and content, Varese argued a 
formalist position: 'There is no difference. Form and content are one. Take away form 
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and there is no content, and if there is no content, there is only a rearrangement of 
musical patterns, but no form'. 36 Given Feldman's long-standing personal acquaintance 
with Varese,37 and his known admiration for Varese's work,38 what was he aiming to 
do in Intermission 6? Is this work merely 'a rearrangement of musical patterns, but no 
form'? 
Such an interpretation might conform with notions of Feldman as 'passive, 
unsystematic',39 and it also opens a convenient space for discussion of the work as 
being performative in its very essence. This might even allow us to dismiss concerns 
about how Feldman understood the work, or meant for it to be understood, and 
concentrate on the way the work exists in performance, as the result of a performative 
process. Although this is an important area of study, in terms of developing our 
understanding of all musics, it would not further my argument regarding Feldman's 
controlled manipulation of materials. After all, the piece remains Feldman's (rather 
than the performer's) precisely because of the structures and parameters he imposes-
the very structures that give the work its broad formal characteristics. 
Over and above the inherent formal structure imposed by instrumentation, and by 
the frame of Feldman's instructions for performance, we may identify a number of 
fundamental ways in which the work exhibits formal attributes: 
1. In terms of pitch materials (Feldman's 'reference of sounds'): 
a) the twelve-tone aggregate or chromatic field as 'ground'. 
b) partition by subset (chords, for example, are aggregated subsets of the 
total chromatic). 
c) partition by register (of verticai/pitch space) 
36 Edgard Varese, 'Rhythm, Form and Content' in Contemporary Composers On Contemporary 
Music. Ed. Elliott Schwartz & Barney Childs (New York: Holt, Rinehart and Winston, 1967) 
203-204. 
37 'Since I was 18 years old I saw Varese at least once a week'. Morton Feldman, 'Darmstadt 
Lecture' [1984] in Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed. Chris 
Villars (London: Hyphen Press, 2006) 196. 
38 For some early published evidence, see Morton Feldman, 'Sound, Noise, Varese, Boulez' 
[1958] in Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. 
Friedman (Cambridge, MA: Exact Change, 2000) 1-2. 
39 Amy Beal, '"Time Canvases": Morton Feldman and the Painters of the New York School' in 
Music and Modern Art. Ed. James Leggio (Routledge, 2001) 231. 
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d) the hierarchy of pitch-classes implied by repetitions. 
2. In terms of relative durations (each sound-event has a more-or-less fixed 
duration as a result of its inherent acoustic properties). 
3. In terms of the ordering of sound-events (which is in no sense random): 
a) the performer makes active decisions. 
b) decisions are influenced (among other things) by the pitch material itself 
and also the layout of the score. 
The work, as we have already seen, is of a reasonably predictable length if played 
without repetitions and of unlimited length with repetitions. Both possibilities are 
complicated by the fact that the performer may play the sound-events in any order. 
Has Feldman given any clues to possible favoured ordering, or does he manipulate the 
performer's decision-making in any way? In answer, we may begin by looking at the 
published score, where the sound-events are irregularly placed around the page. For 
the performer, this is not a random arrangement. Rather, it is a visual ordering of the 
material, which does influence the way we might perform our way through, or around, 
the notation. The design leads the eye around the page following a clear spiral 
formation, from the outer edges of the page to the centre and vice versa. There is a point 
of rest, to which the eye is drawn by this formation, which is the sound-event of two 
Cs, slightly to right of horizontal centre in the vertical middle of the page. There is a 
distinct similarity of visual structure between this and Earle Brown's December 1952, a 
famous graphic score which Feldman must have known (one wonders if Brown's 
enthusiastic running away with Feldman's idea of the graphic score may have been 
part of the reason for Feldman's dislike of Brown in fhe 1950s). We may observe that 
where Feldman's graphic scores are always readable as musical scores-as the 
organised deployment of sound events over time40 - Brown's are often not. In this 
respect, however, Intermission 6 represents the closest point of comparability between 
Feldman's work and Brown's-composed at almost the exact moment at which their 
personal rift commenced. 41 
40 With the possible exception of the unpublished Intersection+ (1953). 
41 According to Claren, this occurred in 1952. Sebastian Claren, Neither: Die Musik Morton 
Feldmans. (Wolke, 2000) 530. 
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Of course each performer will respond differently to a score like Intermission 6, and 
one might at times be led by the seductively suggestive visual structure or resist it 
(knowingly or unknowingly). Either way, the performer makes decisions based upon a 
formal structure, however unconventional. The insecurity of art, in the case of 
Intermission 6, may be seen to reside explicitly in this decision-making-an anxiety 
about what to do next. The performer cannot just play anything, but must make at 
every moment an informed decision. 
Given the variable ordering of the sound-events, it is clearly not possible to analyse 
the formal architecture of Intermission 6 in the same way that we might a fully notated 
work, or even a graphic score-at this point some of our conventional analytical tools 
fail. In its published form, it is not possible to subdivide the larger durations of the 
work according to mathematical proportions, as was possible with Intermission 5 and 
Piano Piece 1952. Perhaps if we could hear the work performed many times over by 
different pianists, it would be possible to formulate a statistically probable realisation 
of the work. In all likelihood, this would reveal the subtle promptings of the score as 
frequently recurring patterns of sound-events. 
v 
As we have seen, Intermission 6 as published does possess an observable complex of 
formal properties, and cannot accurately be described as formless. The variable ordering 
of the material, however, makes it difficult to make more detailed analysis. The sketch 
and the early manuscript copies, in contrast, preserve the original ordering of the 
material as it was composed (Figs. 3 & 4). The significance of this cannot be overstated. 
3 
Figure 2: Morton Feldman, Intermission 6. Showing two measures deleted 
between Events 2 and 3. Partly erased, and difficult to read in the sketch 
(transcribed from microfilm). Basel, Paul Sacher Stiftung [Sammlung 
Morton Feldman]. Copyright© by C. F. Peters Corporation. All rights 
reserved. Used by permission. 
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In addition to 19 sounding events, the sketch manuscript also shows two measures 
which were deleted, between Events 2 and 3 (in my numbering; see Figure 2). From 
what remains legible here, it is easy to identify the way in which these measures differ 
from the rest of the piece: they embark on a more linear idea, with all the implications 
of thematic motif that that implies. Feldman appears to have decided to resist these 
dual temptations. Of the remaining events, five were deleted in preparing the 
published score (Events 8, 12, 13, 14, 15), and a new one added at the same time (see 
Figure 4). Finally, Event 2 was changed from a D to an E in the published score. 
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Figure 3: Morton Feldman, Intermission 6, as it appears in the sketch, showing some 
proportional divisions. Event numbering is the author's. Basel, Paul Sacher Stiftung [Sammlung 
Morton Feldman]. Copyright© by C. F. Peters Corporation. All rights reserved. Used by 
permission. 
Figure 3 shows some of the proportional subdivisions of the conceptual time-frame 
of the piece as sketched. It is immediately clear that many of the proportions mark 
points of significance to the compositional structure ili a manner not at all unlike that 
observed in both Intermission 5 and Piano Piece 1952. Bear in mind that this proportional 
analysis is not based upon real-time duration in performance but the succession of 
events as constructed on paper. The 1:1 (V2) division falls at Event 10, while the 1:3 (V4) 
divisions fall around Events 5 and 15 respectively. The proportions of 1:2 (1/3) fall just 
after Event 6 and just before Event 14. These divisions draw attention to a structure 
which would in any case be rather obvious; namely, that the work falls into three 
sections with the middle part defined by a registral plateau very like that observed in 
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Piano Piece 1952. The end of the plateau is exactly coincident with the 3:1 (%) 
proportion, while the equivalent 1:3 proportion (in combination with the 1:2) draws 
our attention to the rather dramatic descending interval spanned by Events 5 and 6. 
The pitch content of Intermission 6 is deployed in ways that interact closely with the 
proportions outlined above. The chord at Event 1 is a chromatic set (Bb, B, C, C#-
curiously, Intermission 5 ends with a conjunct four-note chromatic set of G, G#, A, Bb ), 
and the subsequent Event 2 adds a further adjacent pitch-class (D) to form a five-note 
chromatic set. We should bear in mind at this point that the very middle of the work at 
1:1 is marked by the pitch-class D. Event 3, while repeating the pitch-class C#, adds to 
the chromatic set three further notes, forming a total chromatic set of eight notes, 
outlining a perfect 5th (G, G#, A, Bb, B, C, C#, D). This entire pitch structure, then, is 
clearly not accidental or randomly constructed.42 Event 4 seems to break the pattern; it 
would add a further three pitch-classes to the set, but for the fact that it is missing an E. 
So at this point, approaching the significant 1:3 division, the work changes direction in 
terms of pitch content. Event 4 is also the first occurrence of an octave doubling, a 
feature which becomes more explicit towards the end of the sketch. Events 4 to 6 are, 
rather obviously, a whole-tone s.et; contrasting with the preceding chromatic structure. 
Curiously, however, we may note that Events 4 to 7 would form a chromatic set, except 
that they are missing an E. The pitch-class E, in this reading of the work, is becoming 
significant through notable omissions. 
After the introduction of the new whole-tone pitch-set at Event 4, our attention is 
drawn to the fact that Events 5 and 6 represent the first occurrence of two adjacent 
single notes in the piece so far. One is tempted to read the dramatically descending 
interval as part of a Wolpean proportion c~cially requiring a third note to be defined.43 
It can surely be no coincidence that the exact 1:1 symmetrical division of the interval 
(Wolpe's 'symmetrical proportion') is D4, as heard in Event 10, the 1:1 divisional 
42 This method of building up the chromatic field with cumulative chromatic sets has also 
been observed in Three Clarinets, Cello, and Piano (1971). See Michael Hamman, 'Three 
Clarinets, Cello, and Piano (1971)' in The Music of Morton Feldman. Ed. Thomas Delio 
(Westport, Connecticut & London: Greenwood Press, 1996) 71-95. The opening section of 
For Bunita Marcus (1985) is another example. 
43 Stefan Wolpe, 'On Proportions' in Perspectives of New Music. Trans. Matthew Greenbaum 
34/2(Summer1996) 132-184. 
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proportion of the entire piece. Here we have exactly the kind of evidence we had 
hoped to find for the methodical intersection of pitch deployment and durational 
structures in the composition process. The fact that such compositional structures are 
not clearly evident in performance, or are seriously distorted in performance by the re-
ordering of the material, and were revised anyway in the published version, does not 
alter the fact that they are visible in all the early manuscripts. One wonders whether 
part of Feldman's reason for graphically rearranging the sound-events in the published 
version was to conceal the highly organised nature of the work's essential material, 
rendering the form and content of the work ambiguous (an organised ambiguity). 
Between Events 8 and 15, the organisational activity quietens down a little. This is 
the relative rest-period of the registral plateau of single notes, draped over the 
resolution of the symmetrical proportion (Event 10 as discussed above). Note also that 
this passage is built from a four-note chromatic set (C, Q, D, B), like the opening 
chord, and indeed that it intersects with the opening set, with which it shares two 
pitch-classes. It is likely that this particular set's proximity to the suspiciously absent E 
pitch-class is also significant. At Event 15, we strike the 3:1 (114) proportional division 
and the registral plateau is abruptly abandoned (it ends with the smallest possible 
symmetrical proportion, clearly stated: C, D, Q). It is surely not coincidental that the 
1:3 and 3:1 division-points are each marked by a symmetrical proportion, one over a 
large span and the other of the smallest possible. The two are further related in that the 
smaller proportion reiterates the mid-point of the larger. 
The organisational thinking behind the pitch content of Events 16 to 19 is not as 
explicit as in the opening section. I may suggest two ways of hearing it, however, 
which each indicate that there is a comparable organisational practice employed. 
Firstly, Events 17 to 19 taken together form a diatonic set (m, C, D, B, F) which has a 
number of features in common with the opening material. Most notably, it is built 
upon the same mas Event 1 (sounded even in the same register as m2) and, like the 
material of Events 1to3, it outlines a perfect 51h. Given Feldman's sensitivity to matters 
of 'symmetry and design', there is too much correspondence for this to be accidental. 
Secondly, the material of Events 15 to 19 taken together would form a nine-note 
chromatic set (from m to G~), but for the fact that it is missing an E(!). 
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vi 
At this point it is useful to observe that the pitch material of Intermission 6 as sketched, 
taken in its entirety, is a complete twelve-tone aggregate (or chromatic field) but for 
missing the E pitch-class altogether. Perhaps this E carries some special, literally occult 
significance; it represents, at the very least, an interesting problem. Given that my 
analyses of Intermission 5 and Piano Piece 1952 have shown that Feldman was indeed 
working with a sensitivity to the aggregate completion, how are we to understand this 
curious omission? Was it purposeful? The several segments of the piece where the 
omission is obvious may have been intended to highlight this fact. Or was it an 
accident, a mistake? In the latter case, we might ask how the error happened and even 
whether it is possible to conjecture about where the E should have been? One thing at 
least is certain: when Feldman revised the piece in 1963 for publication, he 'corrected' 
the problem by changing Event 2 from D to E. This action proves conclusively that 
Feldman was consciously involved with the deployment of pitch-classes in both the 
processes of composition and of revision (not only at the time of composition in the 
1950s, but also in the 1960s). It also demonstrates (at the very least with regard to his 
manner of thinking in 1963) that the chromatic field completion was important to him. 
I would suggest that in composing Intermission 6 Feldman may have been working 
from some manner of twelve-tone plan (even if just a simple one like a list of the 
twelve notes, ticking them off as he went along),44 possibly a plan indicating certain 
weightings of the aggregate by repetition. After Event 2, the piece went briefly off 
course (in terms of gestural consistency) but was quickly brought back under control 
and continued. It is possible, however, that Feldman forgot that he had in fact just 
deleted two appearances of the E pitch-clas~ and failed to compensate for this as he 
continued. In the early 1960s, revisiting the work, he dismantled the pitch material and 
rebuilt the work, making several alterations including correction of the missing pitch-
class. While it is hardly the aim of this analysis to presume to correct the composer, it 
seems rather likely that the E should have appeared around Event 4, as it is in this area 
of the piece (Events 4 to 7) that it is first conspicuously absent-and indeed Event 4 is 
44 This was Feldman's common practice in composing the late works of the later 1970s and 
1980s. See, for example, the sketches for Violin and Orchestra, or For Samuel Beckett. Basel, 
Paul Sacher Stiftung [Sammlung Morton Feldman]. 
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made up of the two neighbour pitch-classes to E (rn, F). The D at Event 2, on the other 
hand, formed part of a unified chromatic set stretching over Events 1 to 3 which was in 
turn destroyed by the 1960s revision. Such collateral damage, it seems, was ultimately 
justifiable in pursuit of the chromatic field completion. 
There is of course an alternate possibility: that at the time of initial composition, 
Feldman intended Intermission 6 to be missing one pitch-class. There is precedent for 
this problem of intent with regard to aggregates in Feldman's music of 1952-we have 
already seen that the opening chord of Intermission 5 in the second-stage sketch is an 
eleven-note set also missing one pitch-class of the twelve-tone aggregate. Each of these 
taken alone is perhaps easy to explain as a mistake; together, we may feel less certain. 
The idea that Feldman may have been quite deliberately interested in 'incomplete' 
aggregates at this time is rather appealing. It is not, after all, so very difficult to 
maintain control of twelve notes in a single chord, or over the duration of such a tiny 
piece as Intermission 6. Could Feldman really have been so careless? 
In the case of the opening chord of Intermission 5, the sketch itself reveals that he 
revised the chord at least twice. Intermission 6, on the other hand, was copied for 
performance later in the 1950s but apparently not revised or redesigned until the time 
of publication. If the incomplete aggregate in Intermission 6 was originally intentional, 
then we must assume that when revising the work in the 1960s Feldman had either 
forgotten that he had intended the E to be missing, or that this approach to the 
aggregate no longer seemed appropriate. To bring this conjecture to an end, we may 
sum up with the observation that there can be no doubt that in 1963 Feldman decided 
that the aggregate completion was important. Furthermore, regardless of whether the 
original omission of E was deliberate or accidental, it is evident that in 1952 Feldman 
was sensitive to the twelve-tone aggregate (with or without its full complement of 
pitch-classes). The worst we can say is that in the 1950s he may possibly have been a 
little careless. 
vii 
To reiterate briefly: in the sketch, Feldman's material consists of nineteen events (and 
two measures that have been deleted) of which three are exact repetitions-these 
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repetitions were later removed from the work when the later version was prepared for 
publication (refer to Figure 4). At the same time, the a at Event 12 was also deleted, 
while Event 2 was changed from D to E (completing the chromatic field). Finally, the 
grace-note D~ (Event 20, for the sake of convenience) was added. 
It is clear that at the time of revision Feldman was concerned to complete the 
aggregate; but what else was he doing? Why was he removing some notes and not 
others? Why add the rn? At least in part, this seems to be a matter of eliminating 
particular pitch-class repetitions, and it also had the effect of altering the balance 
between single notes and chords (all the events deleted are single notes). Is this some 
adjustment of the weighting of pitch-classes within the aggregate (the hierarchy 
established by repetition)? Comparison of pitch-class weighting between the sketch 
and the published score reveals something startling: in making these various changes 
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Figure 4: Morton Feldman, Intermission 6. Comparison of published score and sketch, with the 
material ordered as in the sketch. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
Copyright© by C. F. Peters Corporation. All rights reserved. Used by permission. 
to the material, the range of contrast of weighting has been reduced but the overall 
pattern is retained. This is best appreciated in graphic form (Fig. 5). Perhaps mirroring 
the reduction of dynamic contrast, Feldman has rather carefully reduced the extremes 
of contrast in the weighting of the aggregate without actually changing the pattern of 
the weighting. One might draw an analogy with the flattened picture-plane that was 
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an interest for many of the abstract expressionist painters. Here once again is a feature 
of Feldman's musical composition that reminds us of Ashton's description of the 
flattened spaces and imprisoned, ghostly figures, in Guston' s painting. Likewise, in 
Feldman the flatness is not merely about quietness but equally in this case the active 
'steamrollering' of crystalline formations. 
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Figure 5: Morton Feldman, Intermission 6. Graphic 
representation of comparative aggregate weighting. 
Feldman's aggregates are always weighted (except, arguably, in rare localised 
instances of high chromatic density within a larger work), and the ordering of his pitch 
material remains fluid. Here, in preparing his revised score of Intermission 6, Feldman 
is effectively narrowing the range of his weighted aggregate, reducing the parameters 
of the frame of the 'reference of sounds' through which the performer chooses a path. 
While the effective ordering of the material remains in the hands of the performer, with 
the greatest degree of compositional fluidity that FelElman could tolerate, these 
revisions reveal his careful, almost anxious, fine-tuning of the frame of reference within 
which the performer makes decisions. We can sense the composer's reluctance to allow 
the performer any more freedom than absolutely necessary. 
viii 
The vertical pitch-space of Intermission 6 spans just less than five octaves of the 
pianoforte's range (see Figure 6). Conforming to the precedent set by Intermission 5 it is 
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an essentially restrained pitch-space, especially at the lower end. Within this space, we 
might understand the full array of pitch material to be a sort of meta-chord-the chord 
consisting of all the notes actually sounded during the piece (Fig. 6). In another sense, 
it is the sound we might begin to hear if the multiplication of pianos was allowed to 
increase from one or two to fifteen or more, the theoretical white-noise of the 
maximum possible event-saturation. Feldman does not allow us to hear this explicitly, 
but it is implicit in that it forms the very 'reference of sounds' through which the 
performer draws 'the outline of becoming'. However free the performer might imagine 
themselves to be, this meta-chord is in a sense the final object of this becoming-ness, 
the only possible fulfilment of the outline; not just the 'reference of sounds' but the 
essential form and content. 
There are deeper levels of organisation in terms of the partitioning of this pitch-
space. This partitioning occurs through registral placement, relative proportions (in the 
Wolpean sense) and through context (whether notes are allowed to sound alone, as 
part of chords, or as octave doublings). Examining the meta-chord, we may note that 
there are several clusters of adjacent notes and also gaps; in other words, we are not 
dealing with an abstract or random cluster, but something artificially constructed. 
Some of these formations correspond to the divisional proportions favoured by 
Feldman in other contexts: there is a gap, for example close to the 1:1 (1/2) division of 
the total range, while the two central clusters may be seen to be centred upon the 1:2 
and 2:1 (1/3) divisions. Further, it is clear that the lower 1:2 division (D~/C#) was the 
focal point for the crucial registral plateau in the original sketch, of which a clearly 
audible ghost remains even in the published version of the piece. This emphasis of the 
1:2 division, it turns out, is observable in eaGh of the three analyses of this dissertation, 
along with a more subtle sensitivity (usually less audible) to the 1:1 division. 
Furthermore, it is important to recognise that Feldman does not emphasise both 1:2 
division points equally, but favours one as the key structuring element (that which 
bears the main weight of the work's material). This is remarkably similar to the way in 
which Philip Guston's drawings and paintings of this period (1952-3) are commonly 
cantilevered forms built around 1:2 divisions of the canvas (as discussed in Chapter 
Two). 
162 
Figure 6: Morton Feldman, Intermission 6. The pitch-space and some internal 
structures. 
The pitch materials of the work are organised into three types of sound-event: single 
notes, chords (of two to four notes) and octaves. Referring to the published score, the 
single notes form the registral plateau at the heart of the work, the E7 which so 
significantly completes the aggregate, and also the explicit Wolpean proportion 
outlined by Events 5 and 6, of which the symmetrical division intersected in the sketch 
with the plateau at Event 10 (this note almost certainly intended in the original design 
to be the completion-note of the chromatic field, and would have been if the E had not 
been omitted). The chords, with either three or four notes, are, like so much in this 
piece, rather restrained. There is not a clearly identifiable pattern to their disposition, 
and they represent a range of set-types. N.evertheless, these chords are an important 
part of Feldman's control of the sound of the piece; in these six instances, he has 
retained control over exactly which notes may be permitted to sound vertically 
together. The internal structures of the chords in several cases represent Wolpean 
proportions, albeit with varying degrees of tolerance (refer to Figure 7). It is consistent 
with Wolpe's practice for these proportions to be sometimes mathematically inexact, 
and in Feldman's case it seems not unlikely that they were drawn in 'by eye', as it 
were, rather than calculation. Notice that both the cherds formed from 1:2 divisions are 
arrayed around the 1:1 division of the total pitch-space, and that in the sketch each 
marks a point of beginning, a redefinition of the pitch-space (Event 16, for example, 
functions as a recapitulation of the opening texture after the mid-region plateau). This 
adds weight to the argument that Feldman was organising his pitch material on several 
levels within the two-dimensional space of his defined canvas, through the disposition 
of individual notes and also chords. 
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Figure 7: Some proportional subdivisions of interval in chords of 
Intermission 6. 
Similarly, in the published score he permits only seven single notes (of which two 
are the same pitch-class in different registers). Some pitch-classes are never permitted 
to sound alone, while others are never associated with a chord-the remainder seem to 
trace a subtle web of connections through the various forms of sonority. There are 
three instances of vertical octave doubling, at Events 4, 17 and 18, of which the latter 
two are particularly dramatic. Further, these two pitches (C, D) are neighbours to D~/ 
C#, a pitch-class which is highly significant for a number of reasons. Not only is C# 
(together with C) one of the most commonly heard pitch-classes in the piece, but it is a 
crucial part of the registral plateau, where it functions as the defining 1:2 division of 
the total pitch-space. As if that were not enough, C#/D~ is the pitch-class added to the 
piece in 1963 with the supplementary Event 10, without which it would have lost its 
place in the hierarchy. This is further evidence that Feldman was aware of the 
hierarchy of weightings and also suggests that this hierarchy itself may be determined 
by a background design related to the proportional divisions of the pitch-space. 
Finally, let us return once more to the organisation of time and durations. In his 
1963 revisions, Feldman not only removed dots and stems from the notes, he added a 
grace-note (Event 20) and also transformed one of the existing chords into a grace-note, 
preceding it with a fermata (Event 3 in Figure 4). As we have already seen, the grace 
notes rather complicate the instruction 'hold each sound until barely audible ' adding a 
new layer of rhythmic complexity. The element of silence is perhaps indicated by the 
two quaver rests, while the fermata presumably represents a prolongation of the 
previous sound-event beyond the point of being 'barely audible'. It is also interesting 
to observe that the newly added Event 20 has a tenuto sign. In all of these small 
alterations, we may sense Feldman's controlling hand; as with the revisions of pitch-
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material, he was giving detailed consideration to subtle elements of the organisation of 
time and duration even at this late stage in the composition process. 
ix 
On the autograph sketch for Intermission 6, Feldman wrote: 'This piece is just the 
outlines of becoming'. He wrote these words again on one of the the copies made for 
David Tudor, so it was more than just a passing thought. It's a powerful idea, 'the 
outlines of becoming', which conjures up analogies with the visual arts, and abstract 
expressionism in particular. In the notion of becoming-ness, we may perhaps situate 
Intermission 6 within the context of Harold Rosenberg's 'action painting', observing 
that the work takes shape in the act of performance. Significantly, however, Feldman 
seems to have had reservations about this idea. Discussing the concept of action 
painting in 1971, Feldman revealed that by this stage of his life he perceived the pre-
determinate/indeterminate problem as more of a continuum than a dichotomy: 
Personally, I have never understood the term "Action Painting" as a description 
of the work of the fifties. The closest I can come to its meaning is that the painter 
tries for a less predeterminate structure. This does not mean, however, that there was 
an indeterminate intention. [my emphasis]45 
It is tempting to imagine the 'free' decision-making of the performer as constituting 
a line, indeed a line of becoming, yet Feldman specifically uses the rather awkward 
term 'outlines' -not so much a linearity as a boundary. Perhaps his 'outlines of 
becoming' are in fact the work as notated, the frame within which the performer acts-
the performer's constraining canvas. I suggest that Intermission 6 represents a 
compositional frame (a conceptual plane without linearity; by analogy, the 'picture-
plane') within which the performer enacts a linearitfof decision making, progressing 
in time through the space defined by Feldman's carefully manufactured, inherently 
coherent galaxy of possibilities. In Varese's terms, then, the work as notated by 
Feldman is form, and therefore content. A performance enacts this form-content, 
constructing linearity and narrativity through active decision. Each performance is 
unique, yet Intermission 6 is always the same work, its essential formal attributes and 
45 Morton Feldman, 'Give My Regards to Eighth Street' [1971] in Give My Regards to Eighth 
Street: Collected Writings of Morton Feldman. Ed. by B.H. Friedman (Exact Change, 2000) 99. 
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content unchanged, circumscribed by the 'outlines of becoming'. 
It is perhaps useful, in this moment of reflection, to make reference to Deleuze and 
Guattari's notion of the abstract line as a 'line of flight'. 46 More specifically, in Deleuze 
and Guattari's A Thousand Plateaus, they suggest that 'The only way to get outside the 
dualisms is to be-between, to pass between, the intermezzo-that is what Virginia Woolf 
lived with all her energies, in all of her work, never ceasing to become'.47 Here, it is 
clear that they are discussing a progressive rather than circumscribing kind of line, and 
I am struck by their use of the term 'intermezzo' in so far as it so closely echoes 
Feldman's title, 'intermission'. The idea of the intermission as itself something which 
passes between dualisms gives an added drama to Feldman's work. In this, there are 
implications not only of dualism, but of an intermediate space defined by tension and 
conflict (potential or actual). Deleuze and Guattari are not speaking of a passive 
between-ness, but a powerfully energetic action intensified by anxiety. The reference to 
Virginia Woolf in this context is salutary, and we are reminded of Feldman's words, 
'art for me is insecurity'. 48 
One might easily draw a parallel here, between the musical-aesthetic tensions of the 
1950s (Feldman's work inhabiting a space created between musical, social, political and 
economic certainties) and those of the political sphere. In particular, New York 
composers of this time were operating within the context of a newly elected 
Republican government, the escalating Cold War, and the explicit appropriation of art 
for propaganda purposes.49 As Pam Meecham and Julie Sheldon have noted in their 
essay on 'Modernism and Realism in US Art', 'The USA in the mid-1950s was a potent 
cocktail of power and paranoia, fuelled by fears of Communist infiltration of the body 
46 Gilles Deleuze & Felix Guattari, A ThousanaPlateaus, Trans. Brian Massumi, (Continuum, 
2004) 305. Originally published as Mille Plateaux, (Paris: Les Editions Minuit, 1980). 
47 Ibid., 305 
48 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
49 For general discussions, see Frances Stonor Saunders, Who Paid the Piper? The CIA and the 
Cultural Cold War. (London: Granta, 1999); Stuart D. Hobbs, The End of the American Avant 
Garde. (New York & London: New York University Press, 1997). For specifically music-
related discussions, see also, Amy C. Beal, New Music, New Allies: American Music in West 
Germany from the Zero Hour to Reunification. (Berkeley, Los Angeles, London: University of 
California Press, 2006) and Anne C. Shreffler, 'Ideologies of Serialism: Stravinsky's Threni 
and the Congress for Cultural Freedom' in Music and the Aesthetics of Modernity. Ed. Karol 
Berger and Anthony Newcomb (Cambridge, MA & London: Harvard University Press, 
2005) 217-245. 
166 
politic'.50 In this context, Feldman's position as a bourgeois avant-gardist was inherently 
problematic, but also peculiarly safe. Nonetheless, the political, social and personal 
tensions that define Feldman's space of action may also be heard among the structural 
elements of his work-translated as tensions between composer and performer, 
organisation and disorganisation, control and freedom, tradition and innovation, 
authority and disobedience. 
The idea of certain kinds of artistic expression being aesthetically process-driven 
('becoming') rather than structured is hardly new to either composition or 
musicology.51 Feldman's perceived dichotomy between music composed with sound as 
opposed to music composed with system, as articulated in his writings of the early 
1960s, was informed by an awareness of such concerns. Yet Feldman was not so na"ive 
as to imagine that the dichotomy was one of right and wrong approaches to 
composition. Many of the composers he castigated for being too systematic, too 
concerned with technique, were personal acquaintances (Cage and Babbitt) or 
composers he otherwise admired (Webern). In the 1967 essay 'Some Elementary 
Questions', Feldman attempted to explain the ambiguity of his position: 
All activity in music reflects its process. This has always been true, and it is 
more and more true as time goes on. Whether it is too late to change this remains 
yet to be seen. But the question here is not predeterminate or indeterminate. If I 
have a resistance to process, it is because I don't want to give up control. Control of 
the material is not really control. It is merely a device that brings us the 
psychological benefits of process-just as relinquishing control brings us nothing 
more than the psychological benefits of a nonsystematic approach. In both cases, 
all we have gained is the intellectual comfort of having made a decision - the 
psychological comfort of having arrived at a point of view.52 
In seeking to understand Feldman's procedural 'point of view', especially in terms 
of the 'outline of becoming' in Intermission 6, Deleuze' s commentary on painting may 
have more to offer. Subsequent to A Thousand Plateaus, Deleuze developed his thinking 
in relation to abstract expressionist painting specifically, which allows us to draw 
50 Pam Meecham & Julie Sheldon, Modern Art: A Critical Introduction [second edition] 
(Routledge, 2005) 181. 
51 Dahlhaus, for example, discussed tensions between structured and process-driven 
aesthetics of composition in his late essay 'Tonality: structure or process?'. Carl Dahlhaus, 
'Tonality: Structure or Process?' in Schoenberg and the New Music, Cambridge University 
Press, 1987, pp. 62-72. 
52 Morton Feldman, 'Some Elementary Questions' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. by B.H. Friedman (Exact Change, 2000) 65-66. 
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closer parallels with Feldman. In his 1981 book on Francis Bacon, he wrote that abstract 
expressionist painting was, in his view, diagrammatic: 
Optical geometry disappears in favour of a manual line, exclusively manual. 
The eye has difficulty following it. The incomparable discovery of this kind of 
painting is that of a line (and a patch of colour) that does not form a contour, that 
delimits nothing, neither inside nor outside ( ... ).53 
He might almost be writing about Intermission 6, where the performer must choose a 
path, draw a line, through the prescribed pitch material. If the performer makes the 
moment-to-moment choices of how to proceed in the performance, without prior 
planning, then we may indeed see this as homologous to the 'exclusively manual line', 
the diagrammatic action of abstract expressionism. I am also particularly interested in 
the way Deleuze speaks of both a line and a 'patch of colour'. These two elements 
might be construed in a musical sense as (rhizomatically) homologous with the line of 
progressive choices made over time on the one hand, and the verticality of the sound-
events along that line on the other. To speak of a 'patch of colour' or a sound-event is 
to imply a certain potential for surprise by virtue of the very becoming-ness of the line 
of action linking one event to another. As John Cage observed,' All you can do is 
suddenly listen, in the same waY. that when you catch cold all you can do is suddenly 
sneeze'.54 
I emphasise these two elements of the line and the event because this clearly 
coincides with the little we know of Feldman's own thinking in the 1950s. On a page in 
the sketchbooks, and dating most likely from 1952, Feldman drew the diagram (Figure 
8) with vertical and horizontal axes labelled 'time' (the horizontal) and 'timbre' (the 
vertical). This diagram was discussed in Chapter One, and I give it again here for the 
reader's convenience. 
53 Gilles Deleuze, Francis Bacon: the Logic of Sensation (London and New York: Continuum, 
2002) 74. 
54 John Cage, 'Juilliard Lecture' in A Year from Monday, (Middletown: Wesleyan University 
Press, 1967) 100. 
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Time structure 
Figure 8: Diagram transcribed from Feldman's sketchbooks, c.1952. Basel, Paul Sacher 
Stiftung [Sammlung Morton Feldman]. 
As we have seen in earlier chapters, it is clear from this and other notes in the 
sketchbooks that Feldman was thinking of music as a two dimensional form (a 
diagram, as Deleuze would say), or occupying a two-dimensional frame-the painter's 
picture-plane. On the same page of his sketchbook Feldman wrote, 'I consider the basic 
material in a crystallized structural situation a purely sound experience divorced from 
harmony as well as counterpoint and melody'.55 In these words (as noted previously) 
we can hear a clear echo of the voice of Edgard Varese, who was in contact with the 
much younger Feldman at this time, and in the diagram of timbre over time we 
recognise the conceptual thinking of Feld:µrnn's teacher, Stefan Wolpe. Indeed Wolpe 
used an almost identical diagram to illustrate his 1952 lecture 'Thoughts on Pitch and 
Some Considerations Connected with It'.56 In contrast with Varese, however (who 
understood music as having three or four dimensions),57 Feldman in the 1950s seems to 
have been uninterested in musical form beyond these two dimensions. 
This conception of music as two dimensional is also evident in Feldman's later 
writings. In the 1969 essay 'Between Categories', for example, he wrote 
I'm afraid that the time has now come when I will have to tackle the problem of 
just what the surface aural plane of music is. Is it the contour of intervals which we 
follow when listening? Can it be the vertical or harmonic proliferation of sound 
55 Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
56 Stefan Wolpe, 'Thoughts on Pitch and Some Considerations Connected with It'. [1952] Ed. 
Austin Clarkson, Perspectives of New Music, 17/2, (1979) 28-55. This also raises the 
possibility that many of the annotations in Feldman's sketchbooks may be records of 
conversations with Varese or Wolpe, rather than necessarily his own musings. 
57 Edgard Varese, 'New Instruments and New Music' [1936], in Contemporary Composers on 
Contemporary Music. Ed. Elliott Schwartz and Barney Childs (New York, Chicago, San 
Francisco: Holt, Rinehart and Winston, 1967) 197. 
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that casts a sheen in our ears?58 
This passage also illustrates the extent to whieh Feldman was concerned (at least in 
1969) with the heard experience of music, the listener's perception. What is it, he asks, 
that dominates the aural experience-the vertical or the horizontal plane? For Feldman, 
seeking to position his work 'between categories', it ultimately cannot be one or the 
other but a crystalline growth of forms held in tension between the two. 
x 
To what extent is the performer's action in Intermission 6 free or improvised? We do 
know from the evidence of Feldman's published writings, that he did not think of his 
graphic scores as allowing for improvisation; rather he considered them as 'a totally 
abstract sonic adventure'.59 Presumably this would also apply to a work like 
Intermission 6. By the end of 1953, Feldman was becoming dissatisfied with graphic 
notation generally, as he came to realise that performers tended to underestimate the 
essentially composed nature of the pieces. Yet, as Jeremey Gilbert has pointed out in an 
essay concerned with the application of Deleuze' s thinking to improvisation, 'All 
musics possess an improvisational dimension, which is to say a rhizomatic moment at 
which connections are made( ... ) and at which a certain opening onto a 'cosmic' space 
of infinite possibility occurs ( ... )'.60 
'However', Gilbert continues, 'some forms of music-making( ... ) would seem to 
foreground this moment more than others, enabling it to proliferate and self-multiply 
without collapsing into a mere chaos of white noise( ... )' .61 This almost paradoxical 
notion of constrained improvisation is particularly relevant to discussion of 
Intermission 6, a composed work in which a space of possibilities is allowed to 
proliferate. Proliferation is indeed fundamental to an understanding of Intermission 6; 
surely this is what the possibility of a second piano represents. Again, I emphasise that 
Feldman allows only the possibility of a second piano, but does not dictate. He was 
58 Morton Feldman, 'Between Categories' [1969] in Ibid., 84. 
59 Morton Feldman, 'Liner Notes' ([1962] in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman. Ed. by B.H. Friedman (Exact Change, 2000) 6. 
60 Jeremy Gilbert, 'Becoming-Music: The Rhizomatic moment of Improvisation' in Deleuze and 
Music. Ed. Ian Buchanan & Marcel Swiboda (Edinburgh University Press, 2004) 135. 
61 Ibid., 135. 
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proffering an idea of proliferation, but not permission to carry it out beyond strict 
limits. 
As noted earlier, if there were fifteen or more pianos, we might actually hear the 
meta-chord, the 'white noise' of all the notes in the piece sounded at once, an implicit 
sound that fundamentally defines the vertical pitch-space in which the action of 
Intermission 6 takes place. In fact, we do hear the meta-chord, but not as a simultaneity 
of physical sound; instead, the listener apprehends it as a mental sound-image of the 
piece unfolded over time. As with so many aspects of music in a general sense, our 
understanding depends upon memory, and the human capacity to experience a 
musical work (indisputably taking place over a given span of time, in the formalist 
sense) in a non-linear way. Feldman did not need us to hear the meta-chord explicitly 
as a single vertical sonority; it is implicitly present, and he was too subtle a composer 
to allow the work to fall too closely toward white-noise.62 The sounds we hear in 
Intermission 6 are the performer's ordering of an already carefully structured set of 
sound-events. This tight-rope walk along a fine line between composition and 
improvisation, the explicit and the implicit, between latency and action, brings to mind 
once again that description of the USA in.the 1950s: 'a potent cocktail of power and 
paranoia ( ... )'.63 
Richard Schechner, in his foundational work on performance theory, spoke of this 
intriguing and essential tension between improvisation and structure, although he 
depicted it less as a tension than a sort of interconnected co-dependence, a network of 
'frames' which cannot be entirely dispensed with. Schechner suggested that although 
the improviser might be free of the restrictions imposed by a composer, this would in 
fact force them to depend ever more upon conventions.64 This echoes Feldman's 
concern, as articulated in the 1960s, that if a performer made his music sound bad, it 
was not so much the performer's fault as the composer's own, for'( ... ) allowing their 
62 We may be reminded here of his discussion of the massive 'altered' clusters, and the need 
to avoid the conceptual dead-end of sounding 'all the 88 notes at one time'. Morton 
Feldman, Four Lectures: New York Style [unpublished manuscript c. 1967/8] Basel, Paul 
Sacher Stiftung [Sammlung Morton Feldman]. 
63 Meecham and Sheldon, Modern Art, 181 
64 Richard Schechner, Performance Theory, (Routledge, 2005) 17-18. Originally published as 
Essays on Performance Theory (Ralph Pine, 1977). 
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[the performer's] presence to be felt'. 65 Perhaps he was alarmed at the prospect of 
performers falling back upon habits and conventions when faced with a crisis of 
indecision. Certainly, the implication is that purposeful dominance of procedures, even 
at the stage of performance, was considered by Feldman to be a significant 
responsibility for the composer. 
At a fundamental level, Schechner saw this issue as part of an essential pattern of 
human behaviour. 'One of the qualities of play in higher primates', he observed,'( ... ) is 
the balance between its improvisational quality and its orderliness: in fact, play is the 
improvisational imposition of order ( ... )'.66 In applying this thinking to Intermission 6, 
we can see that Feldman was at this time learning ways to curtail and constrain the 
performer's presence, while testing the dynamic boundaries of his compositional 
framing devices in relation to those of performance (the necessary 'playing'). Indeed, 
Feldman was quite conscious of this delicate balance: 'My only argument with Cage ' 
Feldman said in 1965, '( ... )is with his dictum that( ... ) "everything is music". Just as 
there is an implied decision in a precise and selective art, there is an equally implied 
decision in allowing everything to be art.( ... ) My quarrel with Cage is that he 
decided.'67 
Feldman, to refer again to Deleuze and Guattari, was more concerned with steering 
his path between such dualities, with mapping an 'intermission'. In the same way, we 
may begin to understand that Feldman's music is not systematic, but neither is it 
unsystematic-and indeed any conception of his work in terms of such black and 
white dualism is destined to be fatally limited. His compositional world is one which 
depends upon a certain fluidity of systems, an anxiety of in-between-ness. Feldman 
himself wrote of these matters very preciseiy in 1981, with benefit of hindsight: 
discussing the impact of his first meeting with the painter Robert Rauschenberg in 
1951, Feldman wrote that Rauschenberg 
( ... )wanted "neither life nor art, but something in between". I then began to 
compose a music dealing precisely with "in-between-ness": creating a a confusion 
65 Morton Feldman, 'Liner Notes' [1962], in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman Ed. B.H. Friedman (Exact Change, 2000) 6. 
66 Schechner, Performance Theory, 104. 
67 Morton Feldman, 'The Anxiety of Art' in Give My Regards to Eighth Street: Collected Writings 
of Morton Feldman Ed. B.H. Friedman (Exact Change, 2000) 29-30. 
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of material and construction, and a fusion of method and application, by 
concentrating on how they could be directed toward "that which is difficult to 
• ,, 68 
categorize . 
Does Intermission 6, the work, reside in those elements which remain the same from 
one performance to another, or is it in the performed process of making the 
spontaneous line of action? It seems that the answer must necessarily be 'yes' to both 
understandings. The work may be understood as the enactment of a proliferation of 
possibilities within Feldman's given space of pitch material; it represents a chaotic 
space of possibility (even if the chaos is in some measure illusory) which can only be 
perceived and experienced in relation to Feldman's carefully constructed frame. 
What began in November 1952 or 1953 as a composed and controlled musical work, 
somewhat nostalgically backward-looking in its reference to the old modernist twelve-
tone language, was almost immediately broken apart by Feldman himself. Into the 
space created by this act of vandalism, he allows the performers to intrude-well, 
actually demands that the performers intrude-whilst giving them no acknowledged 
authority of creation. The work remains Feldman's alone.69 Here we have not only an 
unsettling challenge to conventional notions of composition, but also to conventional 
modes of performing and hearing. It is the performer's role to put the scattered pieces 
back together, but of course the work can never be quite the same again, even though 
ghostly, shattered shadows of the original structures remain.70 
Out of this purpose-built ruin, the work presages an uncertain post-modernism, the 
ever new, where the artist may approach the' sublime',71 (thinking perhaps of Barnett 
Newman),72 through direct action-threading the piece together-not together again, 
68 Morton Feldman, 'Crippled Symmetry' [1981] in Ibid., 147. 
69 As already noted, Intermission 6 represents the extreme limit of Feldman's willingness to 
give up certain controls. 'The question continually on my mind all these years is: to what 
degree does one give up control, and still keep that last vestige where one can call the work 
one's own?' Morton Feldman, 'The Anxiety of Art' [1965] in Ibid., 30. 
70 One is reminded, in this context, of Rauschenberg' s vandalisation of a De Kooning 
drawing, by rubbing it out. 
71 See the discussion of the improvised sublime in relation to Deleuze and Lyotard in Jeremy 
Gilbert, 'Becoming-Music: The Rhizomatic moment of Improvisation' in Deleuze and Music. 
Ed. Ian Buchanan & Marcel Swiboda, (Edinburgh University Press, 2004) 135-6. 
72 Barnett Newman, 'The Sublime is Now' [1948] in Reading Abstract Expressionism: Context 
and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 2005) 137-
139. Also Philip Shaw, The Sublime (London and New York: Routledge 2006) 120-130. 
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but newly together-in an intense moment of anxiety, a patch of colour upon a line of 
becoming. One is reminded of Jean-Frarn;;ois Lyotard's discussion of that aspect of the 
sublime that is 'terror',73 but also of his description of certain properties of the post-
modem sublime, 
xi 
( ... )a new type of sublime, more paradoxical still than that of enthusiasm, a 
sublime toward which we would feel not only the irremediable gap between an 
Idea and what presents itself to "realise" that idea, but also the gap between the 
various families of phrases and their respective legitimate presentations.74 
We have seen in this chapter, that Intermission 6 is a work that, despite first 
appearances, does indeed exhibit formal attributes and analysable structures in its 
published form. Furthermore, we find that in consulting the sketch materials and early 
manuscripts it is possible to identify organised structures of pitch-deployment and 
partitioning of time at the composition stage. Feldman's music may not be systematic 
in any totalist sense, and it is difficult to imagine any form of analysis which could 
adequately and comprehensively explain all aspects of his work. Nevertheless, through 
examination of the sketches and early manuscripts, we can identify certain kinds of 
structures which are the results of compositional methods and processes Feldman 
favoured in his practice. This rather fluid network of compositional 'frames' (to use 
Schechner's term) was, in a very general sense, Feldman's system. 
More than this, however, these frames are in many cases homologous with the 
frames imposed upon the work by the field. The frames which shaped Intermission 6 
are also those which shaped Feldman's position in the field (and trajectory) in relation 
to the competitors who were primary consumers of his work in this period (Cage, 
Wolff, Brown, Wolpe, Boulez, and others). Despite the highly structured, planned, 
origins of the work, Feldman finally presented it in packaged, published form as a 
mobile score. Intermission 6, regardless of the methods used in its early creation (or 
perhaps because of them), was given a new coat of seeming-indeterminacy when taken 
73 Jean-Frarn;ois Lyotard, The Lyotard Reader Ed. Andrew Benjamin (Oxford: Basil Blackwell, 
1989) 204. 
74 Jean-Franc;ois Lyotard, 'The Sign of History' in Post-Structuralism and the Question of History 
Ed. Derek Attridge, Geoffrey Bennington, and Robert Young (Cambridge: Cambridge 
University Press, 1987) 178. 
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to market (a gloss). 
This cannot hide the fact, however, that the score as it existed in the 1950s was a 
substantially different work to that we know today as the published version. Not only 
did the sketch and early copies have considerably more sound-events (19 as opposed to 
15; a difference of almost 20%), they retained the original, composed ordering of the 
material on the page. For this reason, many of the internal structures of the work, as 
discussed in this chapter, must have been entirely obvious to David Tudor as he 
performed the piece in 1958. Tudor, so closely associated with all the composers of 
Feldman's circle (including, perhaps most significantly, Wolpe) would have been 
ideally equipped to apprehend and understand the systems, processes, methods and 
frames that were activated in the manufacture Intermission 6. It is likely that the relative 
explicitness and simplicity of the early version of the work were intentionally 
disguised by Feldman in making the mobile, graphic score. 
If, as Feldman himself said,' All activity in music reflects its process',75 then all of the 
decisions, alterations, revisions that formed the work are integrally part of its very 
substance, and the composer's decision-making itself may be seen as performative. 
Feldman was all along, at every stage, 'playing' a work known as Intermission 6-but it 
didn't always sound the way we might think it should (if our point of reference is the 
published score). Similarly, the work performed by Cage and Tudor in 1958 was in 
many respects a different piece-and yet always Intermission 6. 
The examination of Intermission 6 has further confirmed that Feldman was to a very 
great degree concerned with a twelve-tone pitch-class palette. In Intermission 6 we find 
this perhaps in its most distilled form. We may also c:bserve here similar methods of 
organisation of pitch material, and also of placing the structures of sound-events in 
time, effectively creating proportional partitions of the time space that resemble 
horizontalized Wolpean proportions. In all of this, the two-dimensional model taken 
from Feldman's sketchbooks has facilitated constructive insight. 
In this study, we have also seen further evidence of the connection between 
Feldman's work and the visual arts. This was both something that he appreciated (it 
75 Morton Feldman, 'Some Elementary Questions' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. by B.H. Friedman (Exact Change, 2000) 65-66. 
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was indeed one of the structuring frames of his aesthetic position) and something that 
we appreciate, albeit from a very different perspective in time, a different field, and 
indeed a different world. Here, we have seen once again the tendency to active 
flattening of the structures and forms beyond that called for inherently by the two-
dimensional model. Furthermore, the explicit analogy, made by Feldman himself, 
between Intermission 6 and notions of 'line' opens a fruitful field of analytical and 
philosophical investigation. 
Above all, Intermission 6 exists in a tensioned, ambiguous, in-between space. Just as 
Feldman's 'crystalline' sound-structures are held in place by the tensioned 
proportioning of vertical and horizontal (pitch and time), so is this work more broadly 
framed by tensions between composer and performer, concept and listener, artist and 
society, sound and sight, planned action and improvisation, line and space. Ultimately, 
this is a work which sits at the very cusp of the modem/post-modem tum, solidly 
founded upon the old world of European pre-war modernism yet also literally (in 
definitively compositional process as revealed by the sketches and early manuscripts) 
tearing modernist forms and assumptions apart. 
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Chapter Five 
Conclusions 
i 
Structures of both pitch and of time in Morton Feldman's music of the early 1950s were 
designed and composed in identifiable ways. In each of the three analyses, this has 
been conclusively demonstrated with regard to several levels of pitch organisation, the 
time-architecture of the three works, and also in terms of interactions of these 
structures of pitch and of time. The analysis has also revealed particular aspects of this 
organisation which are common to all three works: the fundamental twelve-tone 
ground, the proportional partitioning of time to generate both form and rhythm, the 
organised deployment of abstract pitch-classes within the frame of time-structures, and 
also a handling of vertical space according to structuring proportions similar to those 
applied to the time-frame. Reinforcing the importance of the vertical space, we have 
observed Feldman's use of 'Wolpe an' intervallic proportions as the registral surface-
level deployment of pitch-classes. 
Further study will be required to ascertain the extent to which the conclusions 
drawn from these three studies may be extrapolated to develop understanding of 
Feldman's work as a whole. That such distinctive commonalities have been found here 
between three superficially dissimilar works does suggest that wider application may 
indeed be possible, taking into consideration other works in various forms (such as 
graphic scores), and from a wider period of Feldman's career. Let there be no doubt, 
however, that the Feldman who composed each of the three works discussed here was 
a sophisticated, informed composer who, on his own account, resisted giving up control 
of musical processes and materials.1 Stephen Johnson has pointed out that, in contrast 
to Cage (and indeed paraphrasing him), Feldman 'had something to say and says it'.2 
Feldman scholars, I am convinced, need no longer defend this position. Rather, the 
1 Morton Feldman, 'Some Elementary Questions' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 65. 
2 Steven Johnson, 'Jasper Johns and Morton Feldman: What Patterns?' in The New York Schools 
of Music and the Visual Arts. Ed. Steven Johnson (New York, London: Routledge, 2002) 219. 
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next tier of questions to resolve are: What was Feldman saying? How did he say it? In 
this dissertation, I have sought to contribute to the discussion of these questions on the 
basis of empirical examination of particular works. 
Over the past half-century, many have heard Feldman's music of the 1950s as 
expressive of indeterminacy, freedom and chance, or of a near-mystical, intuitive 
pursuit of beauty. As Jonathan Kramer wrote, Feldman 'simply put down one 
beautiful sound after another' .3 I do not suggest that the way in which such (informed) 
listeners have heard Feldman's work (and discussed it) is incorrect; the situation is 
more complex than a simple right or wrong apprehension of the work. Cage heard 
what he heard in Feldman's music for very interesting reasons, and this is a whole 
study unto itself. The contribution that we in musicology may make is to investigate 
more closely, to study the widest possible range of source materials, and at the very 
least to argue the case for an ever more intelligent listening. 
On the basis of the analyses presented in this dissertation, I suggest that while this 
music may certainly be beautiful, and may indeed involve elements of indeterminacy, 
these are only fragments of a more complex understanding. The opening chord of 
Intermission 5, for example, is not withoufbeauty (especially in its long decay of 
harmonic resonance, shaped by subsequent notes) but it is also shocking and certainly 
impolite. Likewise, Intermission 6 explicitly makes use of a certain kind of 
indeterminacy in performance to generate the ordering of its sounding events-but 
those very sounds are so carefully chosen and the whole procedure so carefully 
framed, that the performer's decision-making has a relatively minor effect upon the 
outcome. 
One of the fundamental problems, as outlined in the introductory chapter of this 
dissertation, is that the musical 'work' itself is notoriously elusive. I argued in 
introducing this dissertation that the primary source materials are the nearest evidence 
we have for the existence of the work, and the nature of its formal properties: scores, 
recordings, performances, closely associated writings. Each of these in turn is manifold 
and since none of them entirely agree, none can be said to embody the work 
absolutely. None of the three works discussed here is represented by anything so 
3 Quoted in Ibid., 217. 
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convenient as a single definitive score, and this is not unusual in musicology. Likewise, 
there are many ways of hearing this music, and the analysis presented in this 
dissertation offers just one perspective, determined by the space of possibilities opened 
by my informed but necessarily personal hearing and reading of the materials-and as 
such it represents an early twenty-first century perspective. 
One cannot know, ultimately, what Feldman was thinking as he composed, and 
such speculation is not an aim of this dissertation. We may, however, trace certain 
courses of action, and examine the evidence for those actions, framed by the wider 
mechanisms of the field. In following the trail of his sketches and manuscripts we may 
reconstruct patterns of decision-making to a limited extent. What those decisions mean 
is no longer for Feldman to say, but entirely our responsibility. 
ii 
In the three works discussed here, structural organisation has been revealed through 
several methods. One of these involves the detailed study of the marks upon the page, 
most especially with regard to Feldman's manuscripts. The examination of primary 
sources has revealed, among other things, that Feldman did rework and revise his 
pieces after the initial sketch was made, often several times and sometimes drastically. 
This study has thus uncovered hitherto 'lost' parts of these works, like the 
dismembered first movement of Piano Piece 1952 and the deleted 'moments' of 
Intermission 6. Without doubt, Feldman had his own reasons for making such changes 
-this does not render the material any less interesting and in particular, it is in this 
investigative space that aspects of Feldman's decision-making reveal themselves. 
One important stage of Feldman's composition process is what I think of as a 
moment of ambiguation. In both Piano Piece 1952 and Intermission 6, crucial and 
dramatic decisions were made which partially conceal the fundamental structures of 
the works; in the former, one half of an explicit, planned dialectic was deleted while in 
the other the composed material was torn up and redistributed in dismembered form 
on the page. By the early 1960s when these pieces were prepared for publication, 
Feldman apparently felt that it was necessary to conceal certain aspects of the ideology 
and construction of his early 1950s works. Harold Rosenberg coined the phrase 
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'discipline of vagueness' to describe a certain aspect of New York painting of the early 
1950s.4 In the case of Feldman, and what I propose as a moment of ambiguation 
('moment', because an element of compositional process), we are perhaps witnessing 
literally the reverse: a vague-ing of discipline. 
It is evident from my choice of words (dismembered, deleted, torn) that I consider 
some of these creative decisions to represent, in some sense, acts of implicit violence. 
There is, in such radical retooling of the structuring mechanisms and drastic 
modification of design, an aspect of creative vandalism. This is not to suggest that I 
consider the initial sketches to be superior to later forms of the work (or indeed vice 
versa, they are of equal interest), simply that we should recognise this destructive 
element as characteristic of Feldman's compositional practice at certain moments. This 
vandalism, revisionism, dismembering-or whatever we wish to call it-is integral to 
the very substance of two of the three case studies discussed. 
Richard Schechner has written of' deconstruction/reconstruction' processes as they 
affect performance.5 Specifically, he argues that 
The external artwork-the performance the spectators see-is the visible result 
of a trialog among: 1) the conventions or givens of a genre, 2) the stretching, 
distorting, or innovation of new conventions, and 3) brain-centred psychophysical 
transformations of self.6 
There is much that might be discussed in relation to these three ideas, but what 
interests me here is this: that in this view we may understand Feldman's compositional 
processes, in so far as we observe them in analysis, as performative. We may 
understand that in composing his initial sketch, Feldman was enacting certain 
conventions of genre and also establishing conventions of design for that particular 
work. In making revisions, at later stages, Feldman was not only stretching, distorting, 
and redesigning those' conventional' structures, but implementing new ones-and that 
the significance of these lies at least partly in their relationship, the network of frames.7 
4 Harold Rosenberg, 'The American Action Painters' in Reading Abstract Expressionism: Context 
and Critique Ed. Ellen Landau (New Haven and London: Yale University Press, 2005) 194. 
5 Richard Schechner, Performance Theory [Second edition 1988] (London and New York: 
Routledge, 2003) 321. 
6 Ibid. 
7 Ibid., 14-18. 
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In examining the rare recordings of Feldman performing, in conjunction with those 
of his close colleague and favoured interpreter David Tudor, we have observed further 
fascinating complications. Neither of them, for example, played Intermission 5 as it is 
notated in the published score we know today. This is particularly interesting in so far 
as Feldman's own recording post-dates publication by more than a decade-so this 
may hardly be considered an early draft-version. On this evidence, we may argue that 
as late as the mid-1970s the work was undergoing further distortion and deformation. 
This is a very important point even in a more general sense, because indeed none of 
these works sounds today as they did in the 1950s. Each has taken a trajectory of its 
own, changing its form, sound and meaning. Even if it were possible to generate 
literally the sounds that, for example, Berio heard at a performance of Piano Piece 1952 
in 1952,8 we in the twenty-first century cannot hear what he heard. We have only small 
clues as to what the work may have meant to him, and how it sounded to his ears. 
Music is not of course, necessarily heard; it may be seen, felt and imagined. The 
kinetic sensation of playing Feldman's music does suggest that he composed using the 
instrument itself as a tool in many instances. The very mechanics of the human body's 
interaction with the keyboard is .one of the structuring frames of Piano Piece 1952, with 
its design concept based upon the alternation of hands, and there are aspects of 
keyboard ergonomics clearly evident in all three works discussed. Many years later, 
Feldman would lecture younger composers 'Know thy instrument! You can't 
orchestrate unless you know thy instrument. Know thy instrument!'.9 
More than this, however, the works are to a large extent mental apprehensions (I 
hesitate to use the word 'images', although this would not necessarily be 
inappropriate). It is in the space of one's own mind that the musical work is 
experienced and takes form and meaning upon itself. I can 'hear' Intermission 6 now, as 
8 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 370-
378. 
9 Morton Feldman, 'XXX Anecdotes & Drawings' in Morton Feldman Essays. Ed Walter 
Zimmermann (Kerpen: Beginner Press, 1985) 194. [transcribed by Gerhard Westerrath from a 
seminar given in Frankfurt, 1984. Translated by Hanfried Blume]. 
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I write these words, 10 but the only sound in the room is that of the air-conditioning. I 
argue for a 'listening' which is as broadly informed as possible. The work we 
apprehend is ineffably complex to the point of seeming incommunicable, yet we do 
'hear' it. Presented in this dissertation are only a few aspects of my hearing of these 
three works, translated to a literary form and framed by a secondary literature 
produced by other 'listeners'. 
The 'work' is perhaps an interface between us and an 'other' -or, just as likely, 
between us and a mirror. Yet, to pursue this conceit, it is a mirror that was made by a 
certain skilled craftsman, and his created work (as form and structure) frames, shapes 
and colours our view of the reflection. In this, perhaps, we touch upon the third-part of 
Schechner' s triagic model of performance: the 'brain-centred psychophysical 
transformations of self'.11 The meaning of the work may be a reflection of our own 
mind, but the mirror is nonetheless structured and framed by the maker. The reflection 
of ourselves in the perceived work is not truly us, any more than the work is absolutely 
Feldman's-somewhere in the relational matrix between, perhaps, is the music. 
iii 
What are the forms and structures that we may identify in these works as having been 
'manufactured' by Feldman, in the conventional understanding? Firstly, each of these 
three works has been shown to be fundamentally concerned with the manipulation of 
the total chromatic, and sub-sets drawn from it; the music is not serial but nevertheless 
structured entirely out of a twelve-tone sensibility.12 This sensitivity to the circulation 
and completion of the twelve-tone aggregate, and to the relations between the total 
aggregate and particular subsets, may also be heard in Feldman's late works. Listen, 
for example to the impeccably staged, gradual unfolding of the chromatic field in the 
first six pages of For Bunita Marcus (1985). In such instances, it is as though we are 
hearing the structures of Intermission 5 reversed: rather than drawing a pitch-class set 
(and motif) out of the ground of the total chromatic, For Bunita Marcus begins with a 
10 And it sounds like the published score, the sketch, and the Tudor manuscript somehow all at 
once. I can, of course, 'tune in' to any one of these, but the others always hover in the wings. 
11 Richard Schechner, Performance Theory [Second edition 1988] (London and New York: 
Routledge, 2003) 321. 
12 I use the term 'twelve tone' rather loosely here. 
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small pitch-class set (clarified by repetition) around which Feldman gradually conjures 
the field. In case there should be any doubt of Feldman's design, he recapitulates the 
opening set once the field is complete. Thus, we may also observe that in the late 
works, the small repetition-sets may be explicitly motivic and used for structural 
purposes. 
Despite their great differences (most particularly of scale), such clear material and 
procedural connections between Feldman's early and late works are distinctly audible. 
In 1984, Feldman himself spoke explicitly about the importance of the chromatic field, 
the motif, and the relation between the two on one of the very rare occasions when his 
technical comments were recorded: 
( ... )I'm trying to balance, a kind of coexistence between the chromatic field and 
those notes selected from the chromatic field that are not in the chromatic series. 
And so I'm involved like a painter, involved with gradations within the chromatic 
world. And the reason I do this is to have the ear make these trips. Back and forth, 
and it gets more saturated. But I work very much like a painter, insofar as I'm 
watching the phenomena and I'm thickening and I'm thinning and I'm working in 
that way and just watching what it needs. I mean, I have the skill to hear it.13 
A moment later Feldman added, 
So essentially I am working with three notes and of course we have to use the 
other notes. But the other notes are like shadows of the basic notes. So then all I 
have to decide is where I'm going to start on the three notes, chromatic, you 
know.14 
These, I would suggest, are the most important sentences in all ofFeldman's 
recorded words. While we must remain alert to the fact that he was here speaking 
more than thirty years after first sketching the compositions discussed in this thesis, 
the correspondence between these statements and the basic structures observed in the 
1950s work is extraordinary. Within a two-dimensional conception of musical structure 
('I work very much like a painter'), Feldman spoke of constructing a work out of the 
binary relation between the chromatic field and a smaller set partitioned from it. This is 
absolutely fundamental to the understanding of Feldman's work developed in this 
dissertation, and offers a coherent way of explaining Feldman's use of motif, and also 
13 Morton Feldman, 'XXX Anecdotes & Drawings' in Morton Feldman Essays. Ed Walter 
Zimmermann (Kerpen: Beginner Press, 1985) 183-184. [transcribed by Gerhard Westerrath 
from a seminar given in Frankfurt, 1984. Translated by Hanfried Blume]. 
14 Ibid., 184-185. 
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of the more subtle weighting of the aggregate field. Always, the field follows the 
chosen set like a shadow-indeed, 'we have to use the other notes'. Here the 
underlying principles of Feldman's musical language are exposed more clearly than in 
any other of his public statements. 
Furthermore, the three-note set of which Feldman spoke is not any kind of set but a 
chromatic set-which he illustrated on a blackboard during the lecture quoted above.15 
We have seen in the analyses of this dissertation that chromatic sets (more usually of 
four pitch-classes) are crucially important in each of the three works studied. See, for 
example, the closing section of Intermission 5 and the opening chord (as sketched) of 
Intermission 6). The three-note set Feldman used to illustrate the lecture is identical to 
that which opens For Bunita Marcus (C#, D, H). More strikingly, the unfolding of the 
chromatic field in For Bunita Marcus takes place according to an ordered design (new 
pitch-classes introduced are chromatically adjacent to the expanding set of those 
previously heard). In Chapter Four, a similar procedure was observed in the opening 
section of Intermission 6, as it was originally sketched-the field was expanded by 
adding notes chromatically adjacent to a previously established chromatic set. 
As the chromatic field is truly the ground of Feldman's work, so the partitioning of 
the pitch-class content of the total chromatic into smaller, organised sets is both the 
mid-level structure and in many cases the very surface of the music (as, for example, in 
the closing section of Intermission 5), just as the planned partitioning of time serves to 
structure both form and rhythm/duration. In detailing the observable partitions of time 
in the three analyses, it has become evident that Feldman favoured a few simple 
proportions in determining the placement of significant structures; most particularly, 
we find in each work crucial proportions of 1:1, 1:2, and 1:3, often on several levels of 
activity (subdivisions of divisions). 
Further to this, I have also shown that the vertical partitioning of the pitch-space 
was also developed with a sensitivity to very similar proportions. Thus we may make 
sense of Feldman's understanding of musical materials as 'crystalline' forms, shaped 
and held in place by the conceptual axes of pitch over time. In this proportional 
structuring of interlocking formations, we have observed clear echoes of Wolpe' s and 
15 Ibid., 185. 
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Varese's thinking, crucially suggesting that Feldman's technical apparatus may also 
have been more closely related to theirs than Cage's. 
iv 
In addressing the subsidiary theme of Feldman's place in the field of cultural 
production as it was in New York of the early 1950s, it is apparent that a full analysis is 
much beyond the scope of the present study. Nevertheless, the reader will be aware 
that I have in this dissertation sketched what might be understood as a preliminary 
outline of such an investigation. Central to this is a revisionist approach to the 
understanding of Feldman's immediate circle. I have argued that John Cage, for 
example, while clearly a powerful figure in Feldman's life and with a certain influence 
over Feldman's career trajectory, exerted much less direct influence over Feldman's 
work than has been previously supposed. In contrast, I have argued that analysis of 
Feldman's 1952 works shows explicit structural, technical and aesthetic connection 
with the work of Stefan Wolpe in particular. Wolpe's description of the basic 
procedures of twelve-tone composition bears, as we saw in Chapter Two, close likeness 
to the actual structures observed in the works analysed here: 
Every pitch constellation smaller than the all-chromatic circuit is either a delay 
in completing the whole, or is an autonomous fragment which can exist outside the 
total circuit. It may be first unhinged as a part of the total circuit, later hinged back 
( ... )16 
In my general appreciation of Feldman as fundamentally a twelve-tone composer, I 
am also suggesting that on this ground alone, his work is more closely allied with other 
twelve-tone composers (whether serialist or not) than with the more radical 
experimentalists of the 1950s and 1960s. Ceitainly, in 1950 Feldman had anticipated 
that Babbitt would appreciate his early work for string quartet, only showing the work 
to Cage when this failed (and then with a less-than-honest obfuscation regarding how 
it was made).17 In such events, and more importantly, Feldman's telling of such stories, 
we may begin to map the positions available to Feldman in the field, and the positions 
16 Stefan Wolpe, 'Thinking Twice' in Contemporary Composers On Contemporary Music. Ed. 
Elliott Schwartz & Barney Childs (New York: Holt, Rinehart and Winston, 1967) 287. 
17 Morton Feldman, 'Liner Notes' [1962] in Give My Regards to Eighth Street: Collected Writings of 
Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 4. 
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he would eventually take, together with the linking trajectories.18 
As an aside to this question of the importance of twelve-tone serialism in Feldman's 
aesthetic and intellectual milieu, it is interesting to note that as early as 1948 the critic 
Clement Greenberg had drawn parallels between the 'polyphonic' aspect of 
Schoenberg's twelve-tone music and Jackson Pollock's all-over paintings.19 This 
correlation between the deployment of an intricate 'chromatic field' and abstract 
expressionist painting was reiterated in 1959, by the poet Frank O'Hara, in an essay on 
Feldman's music. O'Hara was well aware of Feldman's antipathy toward serial systems 
(as he noted in the same essay), but nonetheless made this perceptive comparison:'( ... ) 
we find that making the analogy between certain allover paintings of Jackson Pollock 
and the serial technique of Webern clarifies the one by means of the other ( ... )'.20 
Although he tactfully stops short of directly linking Feldman to either Pollock (who 
had recently died) or Webern, it is nonetheless clear that O'Hara had divined the 
essentially twelve-tone flavour of Feldman's musical language. 
In terms of musical materials and compositional procedure, I propose that among 
the experimental composers of 1950s New York Feldman was as much a conservative 
modernist as radical experimentalist. This' is manifest in many ways, perhaps most 
obviously in his use of conventional instruments and his resistance to experimental 
playing-techniques such as Cagean preparation or Cowell' s playing inside the piano. 
Similarly, while he may have 'invented' the graphic score for his generation of 
composers, his use of it as a notational vehicle was almost perversely restricted and 
conservative when compared to those who took up the idea subsequently (Brown, 
Bussotti, and Cardew, for example). 
In his study of Francis Bacon, Deleuze considers three essential 'invisible' forces in 
18 Among Feldman's personal papers are numerous notes for classes and seminars at SUNY 
Buffalo. It is interesting to note that among the composers whose works Feldman discussed 
analytically were Webern and Babbitt. Basel, Paul Sacher Stiftung [Sammlung Morton 
Feldman]. 
19 Clement Greenberg, 'The Crisis of the Easel Picture' [1948] in Art and Culture: Critical Essays 
(Boston: Beacon Press, 1965), 156-157. For discussion of this in relation to Feldman, see 
Ulrike Rausch, Grenzgiinge: Musik und Bildende Kunst im New York der SOer ]ahre. 
(Saarbrucken: Pfau-Verlag, 1999) 42-43. 
20 Frank O'Hara, 'New Directions in Music:Morton Feldman' in Give My Regards to Eighth 
Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 211. 
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Bacon's work: isolation, deformation and dissipation.21 These three forces are in 
striking parallel to the forces I have argued are at work in Feldman's music, and 
Deleuze' s theoretical basis for the reading of such forces is apposite, reminding us also 
of Bourdieu: 
Since the visible movements of the figures are subordinated to the invisible 
forces exerted upon them, we can go behind the movements to these forces, and 
make an empirical list of the forces ( .. .)22 
Such 'visible' elements of Feldman's work may be similarly understood to represent 
the activity of deeper forces. In this way, the formal attributes of Feldman's music may 
be understood to have implications beyond the works themselves, and to relate (either 
homological or rhizomatically) to broader structures of the musical, social, economic 
and political. In the course of analytical discussions, I have shown that it is both fruitful 
and appropriate to read Feldman's structures as active rather than passive, designed 
rather than indeterminate; the space in which he acts is both tensioned and ambiguous 
and Feldman's own activity is structured by this space. The definition of this space is 
the creative 'insecurity' (to use Feldman's own word) which is so important to my 
understanding of his work. We have also seen that it was Feldman's understanding of 
art that it should in some way stand apart from everyday life and society-the 
'intermission' was not an empty space but rather a space of action, framed by 
oppositions.23 This has far-reaching political and social ramifications, and is perhaps 
also related to Feldman's later annoyance with popular music in public spaces, which 
he felt interfered with the work of an artist 'deep in thought', invading his private 
creative space;24 Feldman's deep thought is not democratic, or anarchic in the sense 
that perhaps certain aspects of Wolpe's or Cage's thinking might be understood, it is 
21 Gilles Deleuze, Francis Bacon: the Logic of Sensation [1981] Tr. Daniel W. Smith (London and 
New York: Continuum, 2003) 44-45. 
22 Ibid., 44. 
23 Similarly, Feldman once explained that the title Intersection, derived from the idea that 
musical materials might be placed anywhere in the middle of the time span, and not just 
worked from beginning to end. The beginning and the end remain, however, the defining 
frame, and the piece exists 'between a green light and a red light'. Morton Feldman, 'XXX 
Anecdotes & Drawings' in Morton Feldman Essays. Ed Walter Zimmermann (Kerpen: 
Beginner Press, 1985) 158. [transcribed by Gerhard Westerrath from a seminar given in 
Frankfurt, 1984. Translated by Hanfried Blume] 
24 Morton Feldman and John Cage, Radio Happenings: Conversations-Gespriiche Tr. Gisela 
Gronemeyer (Koln: MusikTexte, 1993) 17. 
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the romantic deep thought of the artist as philosopher-aristocrat. As Feldman ironically 
observed, Wolpe's 'man in the street' turned out to be Jackson Pollock.25 
Feldman was interested in a Nietzschean artistic' distinction', and in the effort to 
sustain musical thought as an individual exercise of will.26 Yet occasionally he would 
allow others to interfere, to a very limited degree, with the internal structures of his 
works. Crucially, however, Feldman was best satisfied when it was David Tudor as 
performer who did the interfering-never the audience, and not just any performer.27 
Even this seeming indeterminacy was not everyone's freedom (in a democratic sense) 
but a carefully defined space in which a specialist performer who understood the 
essential properties of Feldman's music might be allowed a certain discretion: Feldman 
trusted Tudor to choose the right notes. Rather than exercising their own will freely, 
the performer is able to act only within parameters defined by the composer-the 
performer's decision-making is in fact manipulated by Feldman and thus constitutes 
part of his instrument. 
Clearly, there was an important social aspect to Feldman's music production of the 
1950s. There was not really an audience for his work at this time, beyond a circle of 
friends-just as his friend David Tudor was the trusted, authoritative performer. 
Artists like Rauschenberg and Guston were not merely friends but an important part of 
Feldman's audience. Robert Rauschenberg invited Feldman to perform a recital of his 
own compositions at the opening of the exhibition of 'Red Paintings' at the Charles 
Egan Gallery, in 195528-an action which has several levels of significance, not least of 
25 Morton Feldman, 'XXX Anecdotes & Drawings' in Morton Feldman Essays. Ed Walter 
Zimmermann (Kerpen: Beginner Press, 1985) 186. [tra~cribed by Gerhard Westerrath from a 
seminar given in Frankfurt, 1984. Translated by Hanfried Blume] 
26 Stuart Morgan, 'Pie-Slicing and Small Moves: Morton Feldman in Conversation with Stuart 
Morgan' [1977] in Morton Feldman Says: Selected Interviews and Lectures 1964-1987. Ed Chris 
Villars (London: Hyphen Press, 2006) 84. 
27 In this sense it is interesting to compare Feldman's discussion of the problems of graphic 
scores in performance with the 1953 letter written to David Tudor. Morton Feldman, 'Liner 
Notes' in Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. 
Friedman (Cambridge, MA: Exact Change, 2000) 6; Los Angeles, The Getty Research 
Institute, [David Tudor Papers] 980039, Box 53, f. Online: 
http://www.getty.edu/research/conducting research/digitized collections/davidtudor/zoom 
/zoom grl tudor331.html (accessed 5 January 2007) [letter written by Morton Feldman to 
David Tudor, 1953]. 
28 Sebastian Claren, Neither: Die Musik Morton Feldmans. (Wolke, 2000) 530. 
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which is that of patronage. The complicated web of connections between Feldman and 
the world of the visual arts was not only philosophical and aesthetic, but structural and 
(to an extent) economic.29 
Feldman's work, then, resonates within a space defined by powerful forces, 
tensions and ambiguities. Many of these may be seen to be part of the wider tensions of 
the time, in terms of society and politics. One example is in the curious tension, also 
evident with the abstract expressionists, of the emphasis on the 'now moment' of 
artistic expression while at the same time seeming to champion a utopian modernist 
past. In this also, are strong resonances of a European/ American tension which is not 
resolved but integral to the work as a structural ambiguity. Yet, within this creatively 
energised and active space (between oppositions of past/present, European/ American, 
conservative/radical, modernist/post-modernist), Feldman seems to have taken a 
position of relative balance, and one senses that the ambiguity in his work is in some 
ways a protective device, and his 'intermezzo' (to use Deleuze and Guatarri's word) a 
safety-zone constructed between confrontational forces. 
His is a twelve-tone music without (for the most part) noticeable ordered rows, it is 
experimental yet built from conventional sounds, ideologically presenting itself in the 
now moment of the 1950s ('the sound doesn't look back', said Christian Wolff)30 yet 
inescapably not simply the 'sound of the sound itself' .31 The analysis presented in this 
dissertation has shown that Feldman would sometimes go to extreme lengths to 
maintain the ambiguity of his work, deleting the explicitly gestural first part of Piano 
Piece 1952, and utterly dis-articulating Intermission 6. This is indeed a matter of 
covering tracks, concealing structural underpinnings, censoring elements of a dialectic. 
Through this vandalism of his own pieces, Feldman worked to create and maintain the 
29 Reciprocally, Feldman bought paintings from several artist-friends in the early 1950s 
(Rauschenberg, Guston) and was also given a Pollock drawing in return for composing 
music for the Hans Namuth film. See B. H. Friedman, 'Morton Feldman: Painting Sounds' in 
Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman 
(Cambridge, MA: Exact Change, 2000) xii. 
30 Christian Wolff, 'The Sound Doesn't Look Back (1995): On Morton Feldman's Piano Piece 
1952' http://www.cnvill.net/mfwolff2.htm#wolff5 (accessed 20 November 2007). Originally 
published in Christian Wolff, Cues: Writings and Conversations (Koln: MusikTexte, 1998) 370-
378. 
31 Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. Diss., Columbia University, 
2003) 32-33. 
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protective zone of in-betweenness. In Bourdieu' s model, such actions are never merely 
personal intent, but reflect aspects of the nature of Feldman's position in the field, and 
the structure of the field. 
We may begin to recognise just how perceptive was Wolpe's critique of the 
emphatic vagueness of Feldman's 1950s work, and of the crucial importance of this 
calculated ambiguity: 'He [Feldman] is interested in surfaces that are as spare as 
possible and in the remnants of shapes that are barely heard at a distance. Can I 
express this more precisely? No!' .32 Spare and barely-heard Feldman's figures may be, 
but in Wolpe' s description these are not necessarily passive or pleasant, but rather a 
'diabolical test of beauty' ;33 they are akin to the steamrollered ghosts of Auschwitz in 
Ashton's haunted, nightmarish understanding of Guston' s paintings. 
This brings us to one of the most significant aspects of this research: the discovery of 
Feldman's two-dimensional model of musical structure as expressed in his early 1950s 
sketchbooks. This simple diagrammatic model has offered significant insight into the 
structures of Feldman's music and, more importantly than anything it might suggest to 
us about Feldman's intentions, this offers a way of modeling the analysis of his work in 
a manner which is consistent with the views expressed in his writings and interviews. 
This enables us, in a sense, to triangulate the analysis of Feldman's music with the 
analysis of his words, and also the paintings of friends and colleagues like Guston. 
Here, for the first time, we have a conceptual mechanism for the formal, structural 
comparison of music and painting; the pitch- and time-axes of Feldman's model were 
designed for the very purpose of describing a conceptual, two-dimensional musical 
canvas. 
Having said this, however, it must be admitted that direct comparison between art 
forms of a very different substance should be developed cautiously. To this end, I have 
in this dissertation concentrated upon a few aspects of the works discussed that 
seemed to lend themselves most directly to such analysis. If the notion of' quietness' in 
Feldman's music, for example, is taken to refer to something other than just dynamic 
32 Stefan Wolpe, 'On New (And Not-so-New) Music in America' [1956] Ed. Austin Clarkson in 
Journal of Music Theory, 1/28(Spring1984) 25. 
33 Ibid. 
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level, then we may perhaps draw a connection to the relatively muted colour of 
Guston's early 1950s palette. Certainly, Guston's work is not entirely without strong 
colouring, any more than Feldman's is without loud sounds, yet a certain tendency 
may be identified. 
Similarly, the notion of 'flatness' in abstract expressionist paintings, and of the 
flattened picture-plane, is a more complex subject than it sounds. There are, 
nonetheless, direct echoes of this in Feldman's conceptual modelling ('space is an 
illusion'), 34 and this enables us to begin observing correlations between his work and 
that of the painters. Importantly, this notion of flatness is one with a complex 
theoretical and philosophical framework in terms of art history, and strongly 
associated with the formalist criticism of Clement Greenberg. At the same time, we 
have seen that other critics of abstract expressionist painting read the flatness as having 
very specific contextual and historical meanings. Dore Ashton, for example, wrote of 
the flat picture-plane in Guston's work as being emblematic of the holocaust, and her 
belief that it expressed Guston' s thinking on this subject in some detail. 
The point here is not that this is true in any absolute sense, but that it offers an 
insight, at once contextual and structural, into the thinking of several of Feldman's 
closest friends, and their understanding of certain works. Feldman did not often speak 
of such matters as the holocaust, yet it is inconceivable that a subject so important to 
his own family and so many of his friends and colleagues had no impact upon his 
work, even tangentially. As late as 1959, Feldman's friend Mark Rothko refused to 
have his work exhibited in Germany, unless it took the form of a memorial-in which 
case he offered to paint it without a fee.35 (As an alternative to the other labels we give 
to Feldman's music-experimental, atonal, 'New York School, post-modern, and so 
forth-an interesting case might be made for reading and hearing Feldman as 
primarily a post-holocaust composer.) 
It is problematic, even using Feldman's model, to draw direct connections between 
the finer details of Feldman's musical organisation and equivalent structures in the 
painting of his colleagues. I have, however, shown that parallels may be drawn at a 
34 Sketchbook annotation. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
35 Dore Ashton, About Rothko [1983] (Da Capo Press, 2003) 178. 
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macro-structure level between the strong, simple proportions of Feldman's partitioning 
of musical space and the manner in which both Guston and Franz Kline partitioned the 
canvas at this period. In support of this analysis, we may note that Feldman himself 
claimed that both these painters understood colour to be an 'intrusion', and that the 
formal, structural elements of their work were of primary concern.36 By establishing 
that there is indeed a homology on this level between the music and the painting, I 
have paved the way for future studies to explore the cross-artform analysis in greater 
depth and detail. To summarise the conclusions made in this aspect of the study, I 
would suggest that two concepts are essential to an understanding of Feldman's early 
1950s work: his interest in 'symmetry and design', and the relation between 'colour' 
and form (sound-events placed in time). 
v 
This dissertation has contributed to the ongoing exploration of Feldman's work 
through a close examination of three pieces from a crucial period of Feldman's career, a 
mere moment upon the trajectory of his life's work. The incorporation of early drafts, 
sketches and other manuscripts, together with primary source documents and 
recordings is a unique aspect of this study in the arena of Feldman studies, in terms of 
both content and methodology-and the examination of this material has brought 
many new insights. There are those who doubt the relevance of sketch studies but I 
would argue, in concluding this dissertation, that as the study of such materials has so 
clearly the capability to deeply affect the ways in which we read, perform, listen and 
(to echo Dora Hanninen) think the music, any argument in favour of ignoring them 
must be heard with a certain skepticism. 
As explained in the introductory chapter, the scope of this work is deliberately 
narrow in terms of time-period and works analysed. My approach is based upon a 
determination to work from particulars, and each chapter follows this pattern; wider 
philosophical or aesthetic discussions grow out of the effort to apprehend specific 
aspects of particular works. I have noted at several points in this study that it should be 
considered as preliminary, and in writing this closing chapter I cannot help but think 
36 Morton Feldman,' A Compositional Problem' in Give My Regards to Eighth Street: Collected 
Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact Change, 2000) 110. 
193 
of the closing words of Catherine Hirata' s dissertation, 'As I said a moment ago, it's a 
beginning'.37 Hirata and I have this in common (and not only this): the certain 
knowledge that there is still so much work to do; that we understand so little about 
Feldman's music. 
I would argue further, that as long as this remains the case, we cannot claim to 
understand the field in which he worked, and thus our understandings of Cage, of 
Boulez, of Guston, of Stockhausen (and the list spirals outwards into the haze of a 
conceptual horizon) may all require reassessment. Even this is not the end of the 
matter, for if our understanding of the structures and mechanisms of the field of 
cultural production (which in Bourdieu' s terms defined the space and structures of 
Feldman's work) are so desperately limited, so too is our understanding of the wider 
contingent fields of social, political and economic forces. At this point, musicology at 
its most particular, may be shown to have the capacity to make a unique contribution 
to the wider humanities. 
Given the necessary nature of this dissertation, as a beginning rather than a 
comprehensive study, I have endeavored at certain points to indicate areas of study 
that may be fruitfully investigated in future research. I revisit these here in order to 
close with an outward-looking stance, as we turn from the particularities of the present 
study to the wider, general field-but also as a final framing of the content and 
structure of this dissertation. 
Firstly, I would suggest that the relations between Feldman's works and those of his 
immediate circle of so-called 'New York School'38 composers (Cage, Brown, Wolff and 
Tudor in particular) have been shown here to be more complex than many earlier 
studies allow. I think that this area demands further analysis on two levels: that of the 
comparative analysis of works, and that of the analysis of the social, economic and 
political relations between the persons. A great deal of what we think we know about 
these people and their works, especially in relation to the 1950s period, is on close 
examination shown to be largely anecdotal or even mythological. Intensive archival 
37 Catherine Hirata, Analyzing the Music of Morton Feldman (Ph.D. Diss., Columbia University, 
2003) 272. 
38 This label, although in common usage, is unwieldy and problematic- I have generally 
avoided it for these reasons. 
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work to complement the stories with documentation would be helpful, not least in the 
not-so-simple matter of establishing a working chronology. 
This present research has also produced many significant indicators that relations 
between people to some extent on the margins of the inner circle of New York School 
composers (I am thinking here, with respect to the 1950s, of Wolpe, Varese, Babbitt, 
Riegger, Boulez and Stockhausen) are of great importance in understanding Feldman 
and, more importantly, understanding his work. This has been noted in passing by 
previous writers,39 but I would argue for a broad-based and rigorous effort to unravel 
this network of creative agents and works. Furthermore, the names I have suggested 
above are the obvious ones-the people we already know to be significant. I am more 
than a little concerned by the thought that there might be other, equally significant 
agents in this field whose names, for one reason or another we do not associate with 
Feldman, or have forgotten altogether. Where, for example, were the women? This is 
no idle rhetorical question, but something that should be a real concern; why does it 
seem that there were no Elaine de Koonings, Lee Krasners or Helen Frankenthalers in 
the musical field? Were they truly absent (if so, how and why?), or is there a blind-spot 
in our analytical equipment? 
In this dissertation, I have frequently drawn attention to certain aspects of the 
explicit relationship between Feldman's music and that of Wolpe. It is clear, however, 
that much more research and analysis needs to be done on this subject to clarify the 
connections in more detail, and to identify more specifically the tensions in this 
relationship, as evident in the work. This is a project which may be carried out in 
several directions, but I would suggest that serious examination of Feldman's 1940s 
music, composed under Wolpe's direct influence, should be one of the more urgent 
priorities of Feldman research. 
Equally important is the continuing investigation of Feldman's relations with the 
39 For example, 'The quality of Wolpe's music I will draw attention to here is the vividness or 
particularity of its detail-the creation of luminous moments alive with individual, 
particular character. Such particularity is by no means Wolpe's alone, but I think Wolpe 
cultivated this quality with an intensity and consistency rare among his contemporaries. (In 
this regard, Morton Feldman, in his own particular way, followed Wolpe's example quite 
beautifully.)' Christopher Hasty, 'Broken Sequences: Fragmentation, Abundance, Beauty' in 
Perspectives of New Music 40/2 (Summer 2002) 157. 
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world of the visual arts. (Again, this has been noted by many previous writers, most 
significantly Johnson, Bernard, Rausch, Claren, and Borio). On the basis of my research 
here, I propose that while the ongoing documentation of personal, aesthetic, and 
philosophical connections is vital, we must just as urgently work to document and 
theorise the structural homologies between Feldman's work and that of the visual 
artists close to him in the field of cultural production. 
While Feldman's connections with the world of painting have been much discussed, 
I suggest that the possibility of homologies with the work of the New York poets of the 
1950s will also be a fruitful field of investigation. John Ashbery, for example, cultivated 
an interest in contemporary music,40 while Frank O'Hara was (unlikely as it seems) a 
friend of Feldman's and among the more perceptive of his early critics.41 Indeed, 
O'Hara and Feldman seem to have taken a keen interest in each other's work, to the 
extent that it may, in future studies, be necessary to investigate their relationship as a 
foil to that of Feldman and Guston. As with the visual arts, the key question in terms of 
musicology is whether, in addition to the personal connections, there are homologies at 
a structural level between the works. Given the tension between 'accident and design' 
which was such a key aspect of s>'Hara' s work,42 we may expect that there may indeed 
be deep connections between his and Feldman's respective works, yet to be revealed 
by analysis. In this respect, the analysis of Intermission 6 may serve as a starting point. 
Operating behind all the surface activity of painting, music and writing, are the 
complex forces of two fields of power: the economic and the political. Future studies 
must eventually examine closely the economics of musical production in 1950s New 
York. Bluntly, who actually paid the bills? Why? To a large extent, Feldman's career 
trajectory may be mapped by documenting-the financial apparatus supporting his 
work in the public arena, moving from the support of individual friends like Cage, 
Tudor and Rauschenberg to a greater dependence upon institutional grants, teaching 
40 Geoff Ward, Statutes of Liberty: the New York School of Poets [second edition] (Palgrave, 2001) 
112 
41 O'Hara, Frank. 'New Directions in Music: Morton Feldman' [1959] in Give My Regards to 
Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 211-217. 
42 Geoff Ward, Statutes of Liberty: the New York School of Poets [second edition] (Palgrave, 2001) 
36-82. 
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salaries, and funded commissions. Two crucial junctures in this regard require close 
attention: the circumstances and effects of the publishing contract with Peters (1962), 
and Feldman's appointment to a professorial chair at SUNY Buffalo (1972). The 
documentation and analysis of these should not be considered as simply biographical 
or contextual but, as I argued in the introductory chapter, aspects of the analysis of the 
work itself. Feldman understood the political implications of his changing position in 
the field with surprising clarity and prescience, writing in the late 1960s, 
It's not that easy for me to talk to young composers or young painters and give 
them a sermon about the world. But this particular sermon is part of the lesson. 
The fact that people like me are now being quietly kicked "upstairs" makes this 
sermon doubly necessary. It wouldn't be long before I'll be up there so high in the 
establishment-that no matter how loud I shout-you'll not hear my voice at all. 43 
Bourdieu has described this 'trajectory leading from the avant-garde to 
consecration' as one of the obvious mechanisms of the field of cultural production, a 
symptom of the relatively non-commercial cultural producer 'growing old' in the 
field. 44 Feldman was keenly aware that his generation of (supposed) avant-garde 
radicals were rapidly becoming the (relatively) conservative establishment, and while 
passages like that quoted above indicate that he understood the process, there is little 
evidence that he did not welcome it. 
One further point must be raised on this subject: that the field of direct and indirect 
US government patronage of the arts (and the political implications of this in the cold 
war context) has been the subject of several studies.45 A close study of this in relation to 
the musical field of the 1950s and 1960s would no doubt be revealing in terms of 
undercurrents of finance, power, patronage and politics.46 
43 Morton Feldman, Four Lectures: New York Style [unpublished manuscript c. 1967/8] Basel, 
Paul Sacher Stiftung [Sammlung Morton Feldman]. 
44 Pierre Bourdieu, 'The Production of Belief' [1977] in The Field Of Cultural Production: Essays 
on Art and Literature Ed. Randal Johnson (Columbia University Press: 1993) 104. 
45 Frances Stonor Saunders, Who Paid the Piper? The CIA and the Cultural Cold War. (London: 
Granta, 1999); Stuart D.Hobbs, The End of the American Avant Garde. (New York & London: 
New York University Press, 1997). 
46 Some work has been done in this area, for example Amy Beal, New Music, New Allies: 
American Music in West Germany from the Zero Hour to Reunification. (Berkeley, Los Angeles, 
London: University of California Press, 2006) and also Anne C. Shreffler, 'Ideologies of 
Serialism: Stravinsky's Threni and the Congress for Cultural Freedom' in Music and the 
Aesthetics of Modernity. Ed. Karol Berger and Anthony Newcomb (Cambridge, MA & 
London: Harvard University Press, 2005). 
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Finally, with regard to the close-reading of Feldman's own musical works, this 
dissertation has laid foundations for a number of areas of future study. These may be 
summarised thus, 
vi 
• to examine the extent of technical, procedural and structural commonalities 
between early and late Feldman works. 
• investigation of graphic scores in relation to the structures identified in the 
present study. 
• investigation of works for instruments other than solo piano in relation to the 
structures identified in the present study. 
• Sounding the extent to which proportional subdivision of time may account for 
micro-level structures (local rhythm) as well as macro. 
• Testing the extent to which Feldman makes use of particular set-types with any 
consistency of method across a larger survey of works. 
I hear the three case studies p_resented here as abstract works, yet inhabited by the 
ghosts of nearly-recognisable figures, 'shadows' that flicker in the comers of our ears, 
and the backs of our minds. I do hear each of these pieces as beautiful in a general 
sense, but it is a beauty alloyed with loss and sadness, anxiety and insecurity. At times, 
the music does seem to float away from conventional foundations ... and yet the quality 
of floatingness seems to me to be made possible by the inherent tensions of Feldman's 
conceptual structures. This designed tension, architecturally, is what keeps his 
'buildings' from falling to the ground. 'Without the system', he said, 'it falls on the 
floor'. 47 Like Feldman's birds, these sounds are never truly free: 
Artists talk a lot about freedom. So, recalling the expression "free as a bird," 
Morton Feldman went to a park one day and spent some time watching our 
feathered friends. When he came back, he said, "You know? They're not free: 
they're fighting over bits of food". 48 
47 Morton Feldman, 'The Future of Local Music' [1984] Transcribed by Gerhard Westerrath in 
Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman 
(Cambridge, MA: Exact Change, 2000) 183. 
48 John Cage, 'Indeterminacy' [1959] in Silence: Lectures and Writings by John Cage (Middletown, 
Conn.: Wesleyan University Press: 1961) 265. 
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A kind of flatness is apparent in Feldman's work, but it is a flatness akin to the 
richly textured, many-figured flatness of a Pollock painting. Furthermore, I prefer to 
think of Feldman's music as flattened rather than flat, because I understand it as the 
product of a significant process of flattening (a 'resultant', as Varese would have said).49 
Is the music quiet? Often, yes-however it is not simply a quietness of loud or soft, but 
something more sophisticated. It is a quietness of speaking in measured tones, of 
keeping one's temper under control (or in the vivid case of Intermission 5, bringing it 
under control). 
Despite their wonders, Feldman's gloriously vast late works are both literally and 
conceptually painful. I would suggest that the early music is not so dissimilar as the 
outward surfaces might suggest. Piano Piece 1952 might be relatively short, but it has a 
similar sensation of subtle violence: it is slow, and it is quiet, but once the piece is 
commenced we (performer and listener alike) are snared in a grimly beautiful trap of 
Feldman's devising, and we are at his mercy, waiting (patiently or impatiently) for the 
mechanism to be released at the end. 
Not everyone will hear this music in quite the way I do, and neither should they. I 
do hope, however, that this research contiibutes to the complication of Feldman's 
work, because music is complicated and, paradoxically, the most significant 
elucidation will always be that which adds to the complexity of our understanding. As 
the American modernist poet Wallace Stevens observed, at a time when Feldman was 
still a child, 'Everything is complicated; if that were not so, life and poetry and 
everything else would be a bore'.50 
Writing of the explorer and adventurer Henry Morton Stanley, Jason Roberts 
recently noted that'( ... ) it is impossible to view [him] plain. One must filter his image 
through two distorting prisms, that of his era and that of our own.'51 I wonder if it is 
49 Edgard Varese, 'Rhythm, Form, Content' [1959] in Contemporary Composers on Contemporary 
Music. Ed. Elliott Schwartz and Barney Childs (New York, Chicago & San Francisco: Holt, 
Rinehart and Winston, 1967) 203. 
50 Wallace Stevens, [Letter (19December1935)] in Letters of Wallace Stevens Ed. Holly Stevens 
(New York: A.A. Knopf, 1966). 
51 Jason Roberts, 'The Great Opportunist: Don't presume you know the strange truth about 
Henry Morton Stanley' The Washington Post (23 December, 2007). Online: 
http://www.washingtonpost.com/wp-
dyn/content/article/2007 /12/21/AR2007122100158 pf.html (accessed 29 January 2008). 
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possible to translate this historian's cliche to a sound-based analogy, better suited to our 
discussion of Feldman? I imagine the sound of Feldman's music distorted, compressed 
and translated through one of those 'telephones' of tin-cans and string that children 
used to play with, in the days before MP3 players. Actually, a chain of two of them, 
like the two prisms: one representing the 1950s and one the present. This analogy 
highlights the fact that while the sounds reach us only through the dual distorting 
frames and mediating forces of Feldman's own time and ours, we can hear something-
and that is the wonder of it, ultimately. 
Dora Hanninen asked, 'What is it about Feldman's music? If we can hear it, can we 
find ways to 'think it'?'.52 
I would answer with words borrowed from John Cage (who, despite my efforts to 
prise open a space between his views and the works discussed here, was nevertheless a 
wise musician): 
the music is difficuLt 
to Play 
wE must work at it53 
I like to think that Cage meant the sense of 'play' to include more than the obvious, 
but including, as I have in this dissertation, the 'play' of composition, of performance, 
of listening, of analysis, of Hanninen's thinking. In this broad sense, the play of music is 
fundamental to human experience and, as Schechner observed, represents a process by 
which order is improvised.54 
52 Dora Hanninen, 'Feldman, Analysis, Experience' in Twentieth-Century Music 1/2 (2004) 250. 
53 John Cage, 'In Memoriam S.W.' in M: Writings '67-'72 (Middletown, Conn.: Wesleyan 
University Press: 1973). 
54 Richard Schechner, Performance Theory, (Routledge, 2005) 104. [Originally published as 
Essays on Performance Theory (Ralph Pine, 1977).] 
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Preface 
This short introduction is not an analytical essay-instead, its purpose is to 
highlight several crucial aspects of the composition work in so far as they relate to the 
dissertation research. This is in accordance with the requirements stipulated by the 
supervisory panel. In one sense, the folio of works is presented as a creative response 
to the research findings, but it is also true that the dynamic between research and 
creation is more complex than this. Certainly, as I read through the scores composed 
over the three years of my Ph.D. term, I hear a journal or diary of the period, but the 
composition work has also served as an arena for the thinking-out of things that are 
perhaps not so easily dealt with in other ways-and in this way it has also influenced 
and contributed to the research. The works presented here are but a selection of pieces 
composed during this period, chosen for their coherence as a body of work, and for the 
ways in which they illustrate certain aspects of compositional thinking about 
Feldman's work. 
It is perhaps simplest to begil} by mentioning some of the things that I have not set 
out to do in these works. Most importantly, I have not sought to offer a set of pieces 
demonstrating diversity in any superficial sense, either of technical procedures, 
notations, of fast/slow, loud/soft, or varied medium/instrumentation. Rather, I sought 
to research certain possibilities within the conceptual space defined by my own 
existing technical and aesthetic apparatus in conjunction with my responses to the 
Feldman analysis. To maintain clarity, this exploration has been conducted on a 
purposefully limited canvas and with a limited palette of sound-materials (in terms of 
both instrumentation and playing technique). I have thus sought to throw into high 
relief the relations between individual sound-events and clusters of events as placed 
within a given space of time. Or, to phrase this slightly differently: by using a limited 
instrumental palette and saving dynamic contrast for rare moments, I aim to focus 
attention on the sounds (actually pitches), the relations between sounds, and their 
unique space of resonance defined by time. 
As a composer, I don't often think in terms of 'fast' or 'slow' but rather of fluid 
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constellations of activity. Nevertheless, in conventional terms we may observe that this 
is relatively fast : 
Figure 1: Composition Folio ii, m. 42. 
This is slow: 
~!{ 1: :~~ .. > 
~~ 
> 
Figure 2: Composition Folio ii, mm. 39-40. 
While these two constellations of sounds have a unique relationship which 
encompasses many shadings of time, dynamic, pitch-class and register: 
···~ 
pp 
~~~~~~~~~~~~ 
Figure 3: Composition Folio ii, mm. 78-81. 
Similarly, I am uncomfortable with the popular idea that Feldman's work is quiet 
and slow; it has never sounded like that to me. I hear in even the smallest of Feldman's 
pieces a kaleidoscopic array of elemental materials sophisticatedly arranged into 
architecturally strong forms. 
Echoing Feldman, the materials I have set myself the task of working with here are 
relatively elemental: I am concerned with the deployment of abstract pitch classes and 
also the registral placement of pitch-classes. In addition, I am concerned with the 
5 
control of the space between sounds, and constellations of sounds, in order that they 
may be heard (to the limited extent that the composer may control such things) in 
particular ways. 
Pieces i, ii, and iii of the folio are all derived from a single semi-graphic matrix (Fig. 
4), drawn up by a fairly intuitive process of placing individual pitches and intervals in 
spatial relationships, page by page. Begun early in the research period, this was an 
experiment with the possibility that Feldman may have worked graphically with pages 
on the wall (as Christian Wolff suggested)1 and testing the extent to which this felt, as 
the composer, either 'free' or not. I had in mind also the fact that during the 
composition process Feldman sometimes translated his graphic scores into 
conventional notation, and vice versa, 2 and the process of translation and its effect upon 
the deployment and realisation of the material quickly became significant. I found that 
in generating the matrix, it was impossible not to hear the sounds (even though at this 
early stage there were no clefs and thus no absolute pitches), and in fact at every stage 
the material felt completely controllable. The matrix, I discovered, did not 'free' the 
compositional materials but was simply a way of generating them. 
For each of the pieces derived from this matrix, I developed a different system of 
translating the material into more-or-less conventional notation. Interestingly, 
however, many of the original structures remain clearly identifiable in all three pieces 
-the emphasis upon vertically-sounded thirds, for example. (As I drew up the matrix, 
I was thinking of Wolpe's statement that 'a third is a third, and it sounds like one',3 and 
wondering about the shadowy resonances of tonality in Feldman which in my matrix 
are perhaps amplified.) Although I was naturally conscious of the nature of the 
materials produced from the matrix as the pieces took shape, I was not particularly 
using the total chromatic as a point of reference. 
1 David Patterson, 'Cage and Beyond: An Annotated Interview with Christian Wolff' in 
Perspectives of New Music 32/2(Summer1994) 72. 
2 This may be seen, for example, in the sketches for Projection 4, Intersection 1, and Marginal 
Intersection. Basel, Paul Sacher Stiftung [Sammlung Morton Feldman]. 
3 Stefan Wolpe, 'Thoughts on Pitch and some Considerations Connected with It' [1952] in 
Perspectives of New Music 17/2 (1979) 57 [pages un-numbered]. 
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-· 
------··----------------
-------~-- --
------------------------------------~-·---
Figure 4: One page from the semi-graphic matrix used in the 
composition of i, ii, and iii of the folio. 
In piece i, for two pianos, I also aimed to experiment with allowing the parts to slide 
against one-another in time, rather like Feldman's pieces of the later 1950s (i.e., 
allowing the individual performers to play in their own time).4 What interested me in 
this was that one might have on the page a quite simple rhythmic notation which 
translates into a much more complex performance. The same method is used in piece 
iii, to create a rhythmically rich texture from materials notated relatively simply. In 
piece i I also decided to provide an element of audible architecture in the form of a 
closing repetition field, like those of Intermission 5 and Two Pianos. Additionally, piece i 
makes use of a deliberately economical set of materials, with each piano playing the 
pages of the matrix in a different order (up to the closing section). The work is in this 
4 At this time, I had not finally settled upon the three works analysed in the dissertation. 
Among those which I considered as alternatives were the multiple-piano works of the later 
1950s such as Two Pianos. 
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sense modular, and the compositional deployment of such modules of material 
(especially with regard to the effect of the repetition section upon the listener's sense of 
the architecture of time) set in train my investigation of the partitions of time in the 
Feldman analysis.5 
Piece ii, for violin and piano, although derived from the same matrix, was more 
particularly an investigation of the management of vertical and horizontal dimensions 
of musical space. The nature of the violin itself, as I began working on the piece, always 
seemed to project a line through even the most disjointed materials. Through several 
stages of translation and re-notation over almost two years, the work became a kind of 
juggling act of maintaining an ambiguous tension between the vertical and horizontal 
structures. This was a lengthy and difficult process, and became very much a dialogue 
with the Feldman analysis (and also with Philip Guston's 1950s paintings and 
drawings), as I attempted to unravel Feldman's management of similar problems. 
During this period of work, I came to appreciate the full significance of the two-
dimensional model as outlined in Feldman's sketchbooks. This was conceptually 
helpful in holding the violin/piano work together and thus enabled me to understand 
how such a seemingly simple m9del might have been useful for Feldman. 
The series of pieces derived from the graphic matrix was originally planned to 
include works for solo piano and also for cello, as well as at least one larger ensemble 
piece. These were all worked through several stages of sketching but at a certain point 
it became clear that they did not add anything of especial interest to the research that 
was not already explored in pieces i, ii, and iii. On account of this redundancy, I 
withdrew them from the folio. 
Piece iv, then, took a new direction. I returned to my customary method of 
composing, which entails the contrapuntal building up of many layers of material over 
a determined time-space. As the basic materials, I took fixed-register pitch material 
from one of Feldman's piano pieces, and rhythmic materials from another. Writing the 
piece became primarily an experiment in playing with the structures and patterns of 
5 Feldman, of course, was also interested in modular construction. See Morton Feldman, 'The 
Future of Local Music' [1984] Transcribed by Gerhard Westerrath in Give My Regards to 
Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman (Cambridge, MA: Exact 
Change, 2000) 181. 
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Feldman's pitch material, and as a result I developed a much clearer sense of 
Feldman's manipulations of pitch-class, set and register. In addition, it became clear to 
me at this point that the chromatic field itself, or twelve-tone aggregate, was 
fundamental to Feldman's processes. These insights radically transformed my 
analytical approach to Feldman's work. 
(The reader will notice that the pitch materials in piece iv, while layered over 
themselves many times, are ordered and never transposed in terms of pitch-class. This 
is fundamental to my own compositional practice, in so far as I am usually concerned 
with the relationships between specific pitch-classes (and sets of pitch-classes) in 
particular registers rather than abstracted intervals or sets. I generally avoid 
transposition simply because it destroys the precise relationships and figures I wish to 
be heard. Like Feldman, however, I do find retrogrades interesting and useful.)6 
At this point of the research, I decided to re-sensitise my ears to the total chromatic 
by composing the three short pieces for two guitars in a twelve-tone serial form. This 
work makes use of a simple matrix of row rotations (mechanically based upon 
Krenek's Basler Massarbeit of 1960) but once again without transposition. I include this 
work in the folio because, although it may superficially appear to have less affinity 
with Feldman's works, it does represent a crucial stage of the research. By working in 
this way, I was able to hear the rhythm of the chromatic fields in Feldman's pieces 
much more clearly, and begin to appreciate how they were managed. 
The three short pieces for violin, cello and piano (vi) were the last to be composed 
for the folio. Here, I set out to work with Feldman's manner of deploying pitch 
materials and of partitioning time, as revealed by my_analysis. The first piece is written 
over a foundation layer of chromatic fields-subsequent layers of superstructure 
(subsets of the total chromatic) having the effect of weighting the aggregates in 
particular ways. The base-layer consists of an ordered row quoted from Dallapiccola, 
the well-known row from Quaderno musicale di Annalibera (1952), which I had been 
teaching to a class of theory students around this time (Fig. 5). 
6 Morton Feldman, 'The Future of Local Music' [1984] Transcribed by Gerhard Westerrath in 
Give My Regards to Eighth Street: Collected Writings of Morton Feldman. Ed. B.H. Friedman 
(Cambridge, MA: Exact Change, 2000) 182. 
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Figure 5: 12-tone row used by Dallapiccola in Quaderno musicale di Annalibera. 
I don't know if Feldman and Dallapiccola ever met in the 1950s (although the later 
was teaching at Tanglewood in 1951and1952 and taught at Queens College New York 
from 1956), but it struck me that this row contains certain ambiguities that Feldman 
might have appreciated, particularly with regard to the tonally-suggestive chords it 
implies. The superstructure materials of my piece are not rigorously ordered. 
The second piece followed a similar method, but the base-layer is a modal field. The 
third piece is constructed as an intersection of these two planes, the chromatic and the 
modal. Each piece is built around a partitioned time-structure, and includes a 
repetition field which, like Feldman's repetitions, serves to clarify both the time 
architecture and the pitch-deployment. The three pieces have an overall architecture 
which is to some extent entropic: the measure-length expands as does the overall 
duration. The third piece opens a vast space of pitch-possibilities between the modal 
and chromatic planes, with forward motion almost drawing to a halt as the horizontal 
lines are stretched over greater spaces of time. 
Like Wolpe's 'hinged' sets,7 each of the pieces in this folio represents to my mind a 
set of compositional ideas 'unhinged' from the research, and then 'hinged back' into it. 
Fittingly, the last set of trio pieces, unhinged at the final stage of writing the research 
dissertation, do not hinge back into the research. Instead, like the repetition field at the 
close of Intermission 5, they clarify what came before and constitute a summary of the 
research findings. 
7 Stefan Wolpe, 'Thinking Twice' in Contemporary Composers On Contemporary Music. Ed. 
Elliott Schwartz & Barney Childs (New York: Holt, Rinehart and Winston, 1967) 287. 
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for Susanne Powell and Kate Bowan 
[ cotnposition folio: i] 
no rain from the west 
the heart suffocates 
within the earth 
Alistair Noble 
two pianos 
(2005) 
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for Barbara Gilby 
[com.position folio: ii] 
in the middle of the lake 
oppressed by stone 
firm seclusion 
Alistair Noble 
violin and piano 
(2005 - 2007) 
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[composition folio: iii] 
one's own city 
has sunk into the earth 
silent clouds 
Alistair Noble 
violin, cello & piano 
(2005) 
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for Colin 
like a panther 
crossing the great water 
thunder 
Alistair Noble 
solo piano 
2005 
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Slow. Pedal should be mostly held down throughout, but may be lifted and replaced as desired. 
Dynamics free but generally quiet. 
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For Harold Gretton 
[composition folio: v] 
. 
dragons fight in the meadow 
the oracle 
clings to a child 
Alistair Noble 
Two Guitars 
2007 
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[composition folio: vi] 
thunder over the lake 
rain falls 
the perfection of beauty 
Alistair Noble 
for violin, cello & piano 
October 2007 
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CD Track Listing 
1. (Dur.) 13:16 
no rain from the west 
the heart suffocates 
within the earth 
two pianos 
2. 20:15 
in the middle of the lake 
oppressed by stone 
firm seclusion 
violin & piano 
3. 8:24 
one's own city 
has sunk into the earth 
silent clouds 
violin, cello, piano 
4. 12:45 
like a panther 
crossing the great water 
thunder 
solo piano 
5. 1:47 
6. 4:40 
7. 6:34 
thunder over the lake 
rain falls 
the perfection of beauty 
violin, cello, piano 
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A note about the recording 
The CD recording is supplied as supplementary reference material only. It 
does not include piece v for two guitars. The pieces were recorded at All 
Hallows School, Brisbane, on 6 December 2007. The performers were Ben 
Greaves, Shannon Tobin, Colin Noble, and Alistair Noble. The recording 
engineer was David Spearritt. 
Photo: Alistair Noble 

